CTAHOBHUIIE
ot nou. 1-p Tomop MBanoB JumutpoB-Meukapcku
OTHOCHO
1. ac. 1-p Pocuna Koncrantuaosa OOpenikoBa,

KaHauaT B 00siBeHHS KOHKYPC (,,JlbppkaBeH BecTHHK ™, Op. 36 oT 17.04.2026 1) 3a
MPHUCHKIAHE HA aKaJIeMUYHATa JUThKHOCT ,,doteHT " B [TH 8.4. , TearpanHo u ¢puiaMoBo
M3KYCTBO®, KaTe/pa ,,] eJIeBU3MOHHO, T€aTPaIHO U KUHOU3KYCTBO , DaKkynTeT 1o u3Kycrpara
Ha O3V ,,Heodur Puncku® — bnaroesrpan

EnuncTBeHuAT KaHauaar B oOsiBEHUsI KOHKypc € Iil. ac. J1-p Pocuna KoncrantunoBa
O6penikoBa. OT Aeno3upaHUTe JOKYMEHTH 32 y4acTUe B KOHKYpCa CTaBa SICHO, Y€ KaHIUIaThT
MOKpHBA U3UCKBaHUATA U KaHAUIATypaTa Moxe Jia ObJie pasriex/iaHa 1o cbiiectBo. [Ipuemam
34 UBIIBJIHCHU BCUYKH 3aKOHOBU U B’I)TpeHIHOHOpMaTI/IBHI/I yCJIOBI/Iﬂ 3a yqaCTHe B O6$IBGHI/I$[ oT
KO3V ,Heodut Puncku“ — bnaroeBrpag KOHKypC 3a 3a€MaHe Ha akaJeMUYHATa JUThKHOCT
,,JJOITEHT .

[IpuaTHO € ma mumienm 3a KoJiera, ¢ KOTOTO CIIONENSAII TMOYTH JIBE JIECETHIICTHS
MO3HAHCTBO, KOJICTHAJIHM W YOBEIIKM OTHOWIeHUS. IIbpBuTE MM HaOMIOAEHHS BBPXY
rearoruueckara u TBopueckara pabora Ha r-xa OOpernikoBa natupar oie ot nepuonaa 2007 —
2011, xorato 6sx ctynent B HATOU3 ,,Kp. Capados®. ObyuaBaiiku ce, HaOI0gaBax ¢ MHTEPEC
1 JTIO0ONMUTCTBO CEMECTPUATHUTE U TOAULIHUTE U3MUTH Ha CTYJCHTUTE B KJIacOBeTe Ha Mpod.
Credan Jlanaunos, KpJeTO Ts Oelle 4acT OT MPENOoAABATEICKUS KU, KaKTO U JUIJIOMHUTE
IpeJICTaBJICHUs, B KOUTO Oellle 4acT OT MocTaHoBbYHUS. [locienBa eaHo neceTuneTue, B KOETO
cme Oumm xoneru B HATOU3 , Kp. Capados®, u Makap 1a HE CbM MMaJl yAOBOJCTBUETO Ja
paboTHUM B €IMH MEAArOrMYECKU €KHIT, BHHArKM ChbM OWJI IIJICHEH OT JIEKOTara, ¢ KOATO OOIIyBa,
TOTOBHOCTTA M Jla MIOMOTHE, OTTOBOpHAaTa M MO3MLHUA 10 pa3ivyeH BUJ aJMUHUCTPATUBHH,
MeIarOTUYECKH WM TBOPUECKU PoOIeMu.

Pocunia OOpemikoBa 3aBbpiiBa npe3 1995 . HATOU3 , Kp. Capados® cnenuanHoct
,»AKTBOPCKO MalCTOPCTBO 3a JpamMaTH4eH Tearbp B kiaca Ha nmpod. Jumurpuna [toposa u
wi.-kop. npod. [Tnamen Mapkos, npe3 nepuona 1999 — 2000 r. mpugobuBa ClieaIUIIIOMHA
KBaJM(HKaLKS B CIELUATHOCT ,,[earpaiiHa pexucypa® nmpu npod. Mapraputa MiageHosa, a
npe3 2017 1. 3amuTaBa JUcepTallMOHEH TPy Ha TeMa: ,,[BOPSIIOTO BhOOpakeHUE B aKTa Ha
cbh3/1aBaHe Ha TearpaiHu cBeroBe oTHOBO B HAT®U3 , Kp. Capados*. I'-:xa ObpermikoBa e
oyt ABe AeceTmnetus npenoxasaren B HATOU3 , Kpwsctho Capador (ot 2002 1), mpe3
2020 r. 3aemMa JIBXKHOCTTA ,,imaBeH acucteHT B FO3Y ,Heodut Puncku* — bnaroesrpan u e
Xy OKECTBEH PHKOBOJUTEN Ha Kjlac 10 ,,AKTbOPCKO MaiiCTOPCTBO 3a JpaMaTH4€EH TeaTbp, a OT
2021 r. no auec e Ilporpamen aupekTop Ha EceHHUs MEXIyHapoleH TearpajieH (hecThBal
,»ClleHa Ha KpbCcTOMbT". BrieuaTneHue mpapsT ydyacTHETO M B MHOXKECTBO HayuyHU (QOpYyMH,
JIECEeTKUTEe Hay4YHHU MyONUKauu B pedepupaHd U CHEHUATU3UPaHU W3JaHUSA, KAKTO U
nyOnukyBanata MoHorpadus “Imaginatrix” (YU ,,Heodur Puncku®, bnaroesrpan, 2025).



3aBugHa 10 00€M M KayecTBO € HEWHara TBopuecka Oworpadwus, HaOposBama 7 aBTOPCKH
npoaykra, 20 pexXxHuCbOPCKH MPOAYKLUUHU, KAKTO U MHOXKECTBOTO JIEHHOCTU Mpe3 TOJUHHUTE —
aktpuca B JlpamarmueH Tearbp ,,Codus, TearpajieH pEXHCHOP B MHOTO CTOIHYHU U
W3BBHCTOJIMYHU T€aTpH, aCUCTEHT PEXKUCHOP U aKTpHCca B CIEKTaKIN Ha Asnekcanasp Mopdos
B HT ,,Ban Bazos*, yuactusi B KWHO U TEJIEBU3UOHHU MIPOIYKIIUU U JP.

Kato ocHOBEeH XaOWIHMTAIIMOHEH TPYH BbB BPB3Ka C OOSBEHUSI KOHKYPC € MPEICTaBeH
KOMIUIEKCEH XYJI0KECTBEH TBOPUYECKH TPy, BKIFOUBAI TPU BOACIINA CIIEHUYHU MOCTHKCHUS:
ABTOPCKHUS MOHOCTEKTaKbJI ,,CTPallHOCMEIIHO HEOOIIyBaHe™, pekucypara Ha CHEKTaKbia
,Baswionun“ no Cr. CrparueB (Toponto, Kanana) u HarmonajieH KOHIEPT-CIIEKTaKbI
,»J1am60 Ha 80: roguau 0608 (HT ,,liBan Ba3oB*), KakTO TEOPETHYECH CaMOAHAIIN3.

3a 7a U3SICHUM NPUBUIHO HECHILECTBYBAIllaTa BPb3Ka MEXAY TPUTE CIIEKTAKbJIa, 111e
u3Mos3BaMe TymMHTe Ha camara A-p OOpelikoBa, KOSITO OTKpHBa B TBOpYECKaTa UM CHIIHOCT
o01a BbTpeliHa npoliemaruka: ,,[emara, KosiTo r'a cBbp3Ba GUIOCO(YCKHU U €CTETUYECKH, €
(eHOMEeHOIOTHATa Ha CIEHHYHOTO OOIIyBaHE W TpaHCHOpPMALMUTE HA IaMeTTa — OT
MHTUMHOTO INPOCTPAHCTBO Ha MOHOJApamara J0 MallabHarta aHcaMOioBa KomMmnosuius. B
CbBPEMEHHATa ernoxa Ha II00alHO AMTUTAIHO OTYYXJEHHUE, TeaTbpbT C€ OKa3Ba €IHO OT
MOCJIETHUTE YOEKUIIlAa 3a aBTEHTUYHA YOBEILKA €MIIaTHsl, 3a CIIO/EICHOCT Ha AUXAHUATA, 3a
[IpEeTeMIIOpUpaHa 4Ype3 YOBEUIKOTO MPUCHCTBHE Ha AaKThOpa Maruyecka peayHoOCT.
W3cnenBanero Ha mpexoja MexAy KpallHOCTUTE Ha CoOLMaiHara amaTtus U AbiJOoKara
€MOI[MOHAIHA CBBbP3aHOCT € OCHOBEH [BHUIaTe]l B MOsTa TBOpYECKAa U IeJaroruyecka
npaktuka.“! (cTp. 3)

IToetuko-punocodckuar cruia Ha 1-p OOpenkoBa KakTo B TCOPETUYHHS CaMOaHalIu3, Taka U B
HEeHHUTEe NyONmuKaluu, € Thi MpHilacKkaBalla, pa3OupaeMa M BIBbXHOBSIBAIla IOKaHA 3a
CMMCJIEHO MHTEJIEKTyaJTHO OOIlyBaHE, KOETO € Taka Pa3HeOMTEHO M MPHHU3EHO B JTHEIIHO
BpeMe — Helllo, 3a KOETO U caMaTa TS ajJjlapMupa HacTOM4MBO. B Taka npeacTaBeHus TEOpETHUEH
aHaJIN3 SICHO Ca pa3rpaHU4YEHHM TEMaTHUYHUTE IOJIETA, LENUTE, CPEICTBAaTa 3a IMOCTHIaHE U
IIPUHOCUTE KAKTO Ha KOMIUIEKCHMSI XYI0)KECTBEHOTBOPUECKHM NPOIYKT, Taka M Ha IPYTUTE
TBOPYECKU POAYKTH, MOHOTpadusTa, MyOIUKAUUTE, yYaCTUATA B MEXKTYHAPOIHU POEKTH U
np. HambnHo mnoxakpensM HM3BeNEHHWTE OT KaHAWAATa IPUHOCH, KAaKTO W HAIpPaBEHHUs
TEOPETUYEH CaMOAaHaJN3, KaTo OCOOEHO MCKaM Ja Mog4yepTas HAKOM TE€XHU acleKTH, KOUTO
CMSITaM 3a MHOTO 3HaYUMH.

ITo oTHOMIEHNE HAa MOHOTpadusaTa “Imaginatrix”.

W3naneHusT Tpyn, CbTBOPEH C U3KITIOYUTENIEH MOETUKO-(PUI0COPCKH CTHII, HO B CHILIIOTO BpEMe
JECHO JOCThIEH u3Ka3. TpyabT MNpencTaBisiBa TEOPETHUYHO H3CIIEABAHE HAa AKTUBHOTO
BBHOOpaXKeHUE, HETOBUTE MICUXOJIOTMYECKHU ACIIEKTH, MEXaHU3MUTE, 10 KOUTO TO (DYHKIIMOHMPA,
KaKTO ¥ 3HAYEHHUETO U POJISITa My IIPU TBOPUYECKHUS aKT OT IVIEIHA TOUKA Ha TeaTpaJlHaTa TEOPUSL.
BboOpaxkeHneTo € H3KIIOUYUTETHO BaKEH KOMIIOHEHT OT ,,eJIEMEHTUTE Ha TBOPYECKOTO
cberossHue ‘(mo K. C. CranucnaBcku), KOUTO TpsOBa Ja pa3BHE aKThopa M TOBa IO MpPaBU

1
Benuku UTHUPAHUA B CTAHOBUIIIETO Ca OT TeopeTI/Iqu caMOaHaJIn3 Ha NPEACTAaBCHUTE XYAOKECCTBECHU TBOp6I/I — OelL. aBT.



HU3KITIOYUTCIHO HNCHCH U MPAKTUYCCKHU IMOJIC3CH. pr,[[’bT npeajiara 1 €AUH Bb3MOXKCH MOICI,
upe3 KOMTO Ja 6’bllaT IpEOOOJICHN KPU3HUCHUTEC HaA B’BO6pa)KeHI/IeTO, TBOPYCCKOTO MHMCJICHC U
KpCaTuBHOCTTA ,,B €para Ha JUTHTAJIHATA XI/IHGpBI/I3yaJII/I33.I_[I/I$I“.

[To oTHOIIEHUE HA AaBTOPCKHUSI T€ATHP.

Camara P. OGpenikoBa onpezielnss CBOUTE ThPCEHUS B Ch3/1aBaHE HA aBTOPCKHU TE€AThbp
Karo HaW-LIIECHHOCTHUW B TBopYeckara W kapuepa. IlocranoBkute ,,3meir”, ,Huna®, ,3ne
cemutusaT Opdei* u ,,KuMOHO™ MpecTaBAT eIuH MOCTAHOBBLYCH MOJIEIN, MPU KONTO TEKCTHT
Ha CIEKTaKbjla C€ paxJa HMIIYJICHUBHO, aBTEHTHMYHO M OpPraHMYHO 4Ype3 Bpb3KaTa C
PEKUCBOPCKOTO pelieHre. BbB BCHUKM TE3M TEKCTOBE aBTOOMOTpa)UYHOTO HMMa CBOETO
3aCITy’KeHO MSICTO KaTo KaHaBa Ha TBOpueckus mpouec. Criopen OOpenkoBa mpeoaosiBaHETO
Ha pa3ielIeHUETO B KJIACHYECKMs TeaTbp MEXAY Apamarypr, pexXucbop, a Oux nobaBwil U
aKThOpa, 00pazyBa abCOIMIOTHA OpraHUYHA BPBh3Ka MEXy CIOBECHOTO IECHCTBHE, CIECHUYHOTO
MIOBEJICHUE, MPOCTPAHCTBEHOTO pELICHWE M HENpUHY/AEHAaTa Bpb3Ka CbC 3PHUTENS, KOETO
J0CTUTa BpbXHA TOUYKA B ,,CTpalTHOCMEIIHO HeoOmryBane“. B To3u cnekTakbi € pa3paboTeH
MIOCTaHOBBYEH MOJIEN 32 CHHTETUYCH aBTOPCKH TEaThp, upe3 pparMeHTapeH, HEIMHEEeH pa3Kas,
YMETO OCHOBHO CPE/ACTBO € CAMOMPOHMATA, Karo ce TpaHcPopMHpa MOHOApamara B XKUB,
MPOAKTHBEH TUAJIOT ¢ MyOnukara. B omuTa MH ChC CTyIEHTHTE BBbpPXy aBTOOMOTpaduvIHU
TEKCTOBE Hape] C MpoOJeMHUTe 3a aBTEHTMYHOCTTa Ha CIIEHUYHOTO IIOBEJIEHHE, ITIacOBO-
rOBOpHATA XapaKTEPUCTHKA M OTHOLICHUETO KbM Pa3Ka3aHOTO, Hali-uecTo cpenjame mpodiieM ¢
OH3M MHUI' OT BBTPELIHOTO >KMBEEHE Ha MEpPCOHaka, B KOHTO TpsOBa jJa ce MHTepHpeTHpa
0000111eHHe HAa eMIIMPUYHMS ONUT OT JUCTAHIMS HA BPEMETO, KOETO Ce MPOsBsBA Hall-4ecTo
4ype3 caMoupoHusl. [IpHHOCHO B CIIeKTaKbJia € He CaMO HHKOPIOPHPAHETO Ha TOKYMEHTATHHS
TeaTbp B crenuduyHa noeTnyHa GopmMa U HEMOCPEACTBEHUAT aOCOMIOTHO AUPEKTEH AUAJIOT
MEX/1y IEPCOHAX U 3pUTEN, a ChILIO TaKa U CTApaHUETO aBTOONOTpaduIHOTO /1a Ob/ie N3BEIEHO
10 ¢guinocopcko U 00IIOYOBEMKO 0000IIeHNe, TPEACTaBEHO C MPUCHIATa HEMY HPOHHS.
CrnenuanHo BreYaTJIeHHME NpaBU IpPECTaBICHUETO ,,HeHaBpeMeHHa aproHaBTHKA®, KOETO
CBIIIO TPAaBUTHpPA B OpOUTATA Ha aBTOPCKUS TeaThp, Makap M HacTaBisiBaH oT OOpemniKoBa KaTo
nenaror. CeKTakbIbT € Ch3/a/leH 10 BpeMe Ha KOBHJI KpH3aTa M TPYIHOCTHUTE, Mpel KOUTO
OsXM€ W3MPaBeHW BCUYKH TMPETONaBalld NPAaKTUYECKH TUCHUIUIMHKA B 0O0lacTTa Ha
TeaTpaJHOTO H3KYCTBO. B crekTakbiia CTyA€HTHTE, 3aTBOPEHH ,,BbTpe™, 0OpbIIAaT MOIIe]
HaBbTpe (Urparta Ha TyMU € IpeAHaMepeHa) KbM pa3IMyHH CBOU IJIACTOBE — EMOLIMH, YyBCTBa,
OIUT, CTPAXOBe, WACHTUYHOCT, ChTBOPSIBAWKH CBOUTE JIMYHU aBTOOMOTpaQpUUHM MOHOJIO3H,
NIPEJCTaBEHHU B OHJIANH cpefa.

[To oTHOIICHUE HA ITAMETTA 3a JIMYHOCTH U CHOUTHS.

,JlamM00 Ha 80: romuHH TI000B“ € CIIEKTAaKbJ 3a IaMeTTa Karo M3KOHHA IICHHOCT. To3u
cnektakssa B HT ,,JiBan Bazos®, ce3ganen ot Hax 30 Boaemu ObATapcKu apTUCTH M My3UKaHTH,
WHTETPUPANKU JKUBO MPUCHCTBHUE, My3UKa U MYITUMEAUNHU KaJIpu, € U IMPOEKT, TPEeBPbILIAL]
MIPUEMCTBEHOCTTAa MEX]Iy TeaTpaJHUTE TOKOJICHHSITAa B MHCHS. ,,B MosATa XymokecTBeHa U
Hay4YyHO-O0Opa3oBaTe/iHa MpaKTUKa 3alldTaBaM Te3aTa, ye MmaMmeTTa 3a TojieMuTe (urypu B
OBITapcKus Tearhp HE € 3aCTHHAN TAMETHHK, a TUHAMHUYEH MPOIeC Ha MPUEMCTBEHOCT, KOWTO
TpsiOBa Ja ce pereHepupa uUpe3 CpeacTBaTa Ha KHUBOTO CIEHMYHO H3KycTBO.” (cTp. 15)



KoHnepr-criekTakbaIbpT € caMo 4acT OT JbJrocpouHara crparerusi Ha P. OOpemkoBa 3a
CbXpaHEHHE Ha Ta3W MaMeT, Hapel ¢ JoKyMeHTanHus ¢uiM ,.Jlam6o or Codus®, mpryBamus
My3eii — ¢poronsnox0Oa, kaurara ,,Credan /lanannos. Urpa Ha )xuBOT*, MHUIIMAaTUBAaTA ,,Jlam00
cadapu® u He Ha MMOCIEAHO MACTO TpUXkKara 3a eiHa ot poxxoute Ha Mactspa — EMT® ,,Criena
Ha KPbCTOMBT.

IIo oTHOIIEHHE HA TEMUTE 3a YTBBPIKIaBaHC HA IPOU3X0d, HAINIMOHAJIHOCT, C3UK.

CnekrakbabT ,,BaBunonun (Toponro, Kanama) moBaura TeMuTe 3a OTUYKIECHUETO Ha
eMMIpaHTCKaTa OOIIHOCT, KaKTO IMOMEXAY UM, Taka U KbM Ponunara, ObJIrapckure ClIoBO U
KyaTypa. CeKTaKbJIbT OTBbPXKAAaBa TE3aTa, Y€ TEATHPHT € MOCT MEX]y KOJIEKTHBHATA [IaMET
Y HallMOHAJIHATa UIEHTUYHOCT, TOPaXkalll eMOLIMOHAIIHO ChIIpEeXKUBsiBaHe. B cBosiTa aHOTAIMS
Ha crekTakbia A-p OOpemkoBa U3ThKBA KaK MHTEPAKIMATA ¢ ObJrapckara OOMIHOCT MOKa3Ba
Ba)XHOCTTA 32 HAIUTE ChbHAPOAHHUIM JIa 3aMa3sT AyXOBHaTa Bpb3ka ¢ PoguHara u Gau3KkuTe,
KakTO M 4€ € OT 0COOEHO 3HaueHHWe Ja 3ama3siT M Ja IMpeJajaT e3WKa Ha CBOHTE JIela.
Anmupanuu! TeaTspbT KaTo €3MKOBO, HAPOJHOCTHO U AYXOBHO YOEXKHILE € HE IPOCTO TEMa B
TBOPYECTBOTO Ha KaHAMUJAT B KOHKYPC, a OOLIOHAIIMOHAJICH, KyATYPEH U COIfalieH mpoobiem. B
Ta3u TBOpYECKa MHBEHUUS Ha J-p OOpemkoBa 3a LEHHOCTTa Ha €3UK, HAapOAHOCT U
MIPUHAIJIEKHOCT C€ OIIEXkAa BCEKHU YOBEK B TO3M 3ajJyTaH CBST. BrieuaTnsBaiio Tyk € Bce Mo-
PSZIKO CPELIAloTO Ce JHEC Bh3TOP)KEHO OTHOLIEHHE KbM €3UK, HAPOAHOCT, IPUHAJICKHOCT,
Ponuna — equH yx ocTapsi, HO TOJIKOBA HY>KEH B JHEIIHO BPEME MPUBKYC Ha Bb3POXKICHCKU
eHTycua3bM. Ta3u Tema B HEHHOTO TBOPYECTBO M IeAarorunyecka padoTa HmpaBU JAUPEKTHA
BpB3Ka C KJIIACHYECKOTO pa30oupaHe 3a HaydHO-TIeIarornyecka padoTa B XyMaHUTAPHHUTE HAYKH.
,,CBeTbT ObpOOpH Ha XWiIAau >kMBU e3unu (3acera 7170), moHskora CbHyBa M Ha CBOUTE
MBPTBU. MOke OM € pOMaHTHYHO, HO BSIpBaM, Y€ B KOATO M TOUKA HA CBETa HAKOM J]a U3TrOBaps
IyMHU Ha OBJITrapcKH, Jla urpae Tearbp Ha ObJIrapcku, Ja ObIHyBa Ha ObJIrapcku — TOBA IE
yII'bJKaBa )KMUBOTA HA €3MKa HU 10 MPOTEKEHUE Ha BpeMeTo. (cTp. 13)

B 1031 CMHUCBI € M M3KIIOYUTEIHO HMHTEPECHUST M TPYAOEMBK IPOEKT, MpPEICTaBIIsIBALLl
WHOBAaTUBEH 00pa3oBaTeleH MOAXOA B YYXKJOE3HMKOBOTO M BbOOIIE XyMaHUTapHOTO
o0Opa3oBaHME, a UMEHHO TPAHCKYJITYpHHUS MPOYUT Ha PaguukoBOTO TBOPUECTBO OT SIMOHCKHU
cTyeHTH. PaboTara Ha nejarornyeckus €KHIl € Hacouuia Mpolieca 1 ch3ana TBOpYecka cpena,
B KOSATO PaiuKOBUSAT CBSIT U HETOBUAT Oorat, MeTadoprueH 1 00pa3eH e3uK ca MoANOMOrHaIN
ATIOHCKUTE CTYACHTH J1a MPEOAOJIEAT JIMHIBUCTUUHUTE IPAaHULIM, A3 IPUOIMIKAT JBE TOJIKOBA
JAJICYHU KyIATYPHH HJIEHTUYHOCTU M J1a C€ TMypHaT B €IHO €MOLIMOHAIHO IPEKUBSBAHE.
BrieuatnsBamoro e, ye ype3 To3M moxaxond Ha J-p OOpemikoBa, MpU KOWTO aKTbOPCKUTE
TPEHUHTU C€ U3I0JI3BAT KaTO MHCTPYMEHT 3a OBJIAJIBAaHE Ha CIIOKHU €3MKOBU KOHCTPYKTH, CE
(dbopMupa UHTEPAUCHUIUIMHAPEH MeNarornyecku noaxon. [IpoekTsT, ocBEH MEXIyKYITypeH,
TBOPYECKU U IUHTBUCTUYEH €KCIIEPUMEHT, € TOBEJI 10 Ch3JaBaHe Ha KaTeApa Mo ObiIrapucTuka
B YHuBepcutetra B Ocaka. 1 ToBa, ako He € npruHoc! B Majko mo-pa3nuyeH pakypc, HO B ChIIOTO
MoJie TpaBUTHpA U CHEKTaKbIbT ,,CTuxoTBOpHM Kareropuu mo CwkyH Ty, uHTErpupaii
JPEBHU KUTAHCKU MOETUYHH (POPMHU C XOpeorpad)CKU U IIIACTHUECKU eIeMEHTH. Te31 MPOEKTH
3aTBbPIKaBaT OTKOJIE sICHAaTa HU T€3a, Y€ TBOPYECTBOTO, 00Pa30BaHUETO U U3KYCTBOTO Ca Hai-
MOILHUSI U YHUBEPCAJIEH MHCTPYMEHT 3a B3aMMOJEHCTBUE, KOMyHUKAIUs U JyXOBHA Bpb3Ka
MEXy X0pa OT pa3IuyHH KyJATYpHU, ETHOCH, PETUTHO3HU U €3UKOBU OOIIIHOCTH.

Bneuatnenne npaBu CHUHEPTrUYHOTO HeﬁCTBHe U BBTpCHIHA CUCTEMATUYHOCT MCKIY
TBOpUYCCKAaTa, HAyYHaTa U NCAArornicckara HeﬁHOCT Ha KaHaujgara. Or ¢IHa CTpaHa,



HacHUTEHaTa 1 MHOTOOOpa3Ha TBOpUecka Ouorpadusi cTuMylMpa HaydHOU3CIIe0BaTecKara u
myOJIMKaIMOHHATA JIEWHOCT, a OT Apyra CTpaHa, MyOUKAIlMUTE B CIICIUATM3UPAHH U3IAHHS 1
ydacTusiTa B HaydyHH (OPYMH JOIBJIBAT M PasrphllaT MPAKTHKO-TPUIIOKHATA CTpaHa B
nejarornyeckara padora, METOJOJOTMYHHTE OCHOBM W TPUHIUIM IMPH OOyYEHUETO Ha
cTyneHTH oT n-p OOpemkoBa. Ts mpeoOpasyBa BCEKHM CBOW OMHUT OT TBOPYECTBOTO CH B
METOJIMYHU SIUHUIIH, KOUTO Y4aT MJIAJINTE aKThOPHU KaK CaMU Jia ChTBOPSIBAT TEKCTOBE, KaK J1a
MUCIISIT PEKUCHOPCKH M JIa ce OOCIMHSBAT B HE3aBHCUMHU TBOPUYECKU IMPOEKTH. ,,lIMEHHO
BHCOKATa IICHHOCT HAa aBTOHOMHATa TBOpYECKa CBOOOMA M HEHHOTO OTCTOSIBAHE Ca MOETO
MPEeroaaBaTesicko Kpeno.  (ctTp. 8) MHTepIuCIMITTMHAPHUAT ITOIXO0/] € B OCHOBaTa Ha paborara
BbB BCSIKO HampasiieHue npu A-p OOpemkoBa. basupan Ha Teopusara 3a ,,MHOXKECTBEHA
WHTEIUTCHTHOCT, TOBa € Hal-aKTyaJHHMAT W KOHBEPTUPYEM IIOIXOJ] B Haykara. Bcuuku
aCIIeKTH OT TBOPYECKUS, TMEJaroruieckusi ¥ HaydeH onuT Ha OOpemkoBa OMBaT oOBbp3aHH
MOMEXIY CH B €HAa HEBUJIMMA CTPYKTYpHA CHCTEMa, KOATO JUIIA W JKUBEE, MOCTOSHHO Ce
oborarsiBa ¥ IEPUOAMYHO ce QUITPUPA OT UIHIITHOTO. BHCOKO OlleHsIBaM BCHUYKU TBOPYECKU
W3SIBU, JBJITOTOAMINHUS TEAArOTHYCCKU OIUT, CHABPIKATSIIHUTE ITyONIHKAIMHA, KAaKTO U
W3BEXK/IAHETO HA MPAKTUKO-TIPUJIOKHU TPUHIIMIIA, METOAM W TIOXBAaTH OT TBOPYECTBOTO MO
MOCOKa Ha Tearoruueckara aeHoct. Karo eqnHCTBeHA 3a0eieKka Mora Ja mocouya (pakrhbT,
9Ye M3MUTBAM HM3BECTHA HENOCTAaThYHOCT IO OTHOIICHHE Ha 000COOSBAaHETO HA BCUYKHU
pPa3HOCTPaHHM TOAXOMW KbBbM TIPENOJAaBaHETO B CTPYKTYpUpaHa M CUCTEMaTH3HpaHa
METONIOJIOTHS 32 O0y4eHHE 1O aKThOPCKO MaiCTOPCTBO. B TO3M CMHCHI ce HaasBaM Taszd
npernopbka ja ObJie OTIPAaBHA TOYKA KbM CIICABAI XaOWJIMTAI[MOHEH /WM MOHOTpaduucH
TPYI, OIKCBAII] €IHA 3peeia METOIOJIOTHS 3a MPEMoiaBaHe Ha aKThbOPCKO MaiCTOPCTBO.

Hckam 1a 3aBbpilia CBOETO CTAaHOBUIIE OTHOBO € AyMH Ha A-p OOpenikoBa, KOUTO ca He
MIPOCTO BEPYIO Ha €/IMH TeaTpall, HO U Oe3L€HEH CHhBET KbM IOKOJEHUSATA apTUCTH, KOUTO €
o0yunia | 111e IpoIbJDKH Ja oOyyaBa: ,,B ycnoBuaTa Ha nma3apHO HACThPBEHHUE U YIIOBaHUE B
pasrajgaBaHeTo BKyca Ha MyOiMKara, TBOPUYECKHUAT UHTETPUTET ce ryou OesyceTrHo. Ho mma
e/lHa U3HEeMOIlsIa apMHsl OT JOHKUXOTOBLM, PULIAPU HA Thrara Aa OpaHUIN BbTpEIIHATa CU
cBoOona. /la, Hy>)kHa e OpoHs, MU3KOBaHa B TOTOBHOCTTA 3a padoTa, B HEMPUMHUPUMOCTTA KbM
MOIIJIOTO U JIOWIUS BKYC, B OyHTa Cpellly TBOpuUecKara JICHOCT U yHuHue. T e pbhxkauBa, He
OnecTd B JbUEHMATA Ha CllaBaTa, HO KOJKOTO M Jla yOuMBa M Ja ce BIUBAT B T'bpAHUTE
HalrbpOeHUTE 1 MPOOOIHY, ToMara B OUTKA. .. IPe3 CbMHEHHE CE ABUKAT IOBEUYETO TBOPUECKU
IIPOLIECH - T€ Ca B JIeJMKAaTEH OaJlaHC MEXJLy CMEIIOCT, 1032 0e3pach/CTBO, HATPYNaHU YMEHHUS
U yXac OT MpoBal... 3acTaBaHETO CpeElly YCbMHSBAHETO C BbTpeUIHaTa yOeAeHOCT 3a
3HAYMMOCTTA U ChIBPKAHUETO Ha MPOBEXKJaHaTa TeaTpasiHa aKIMsl, € Ta3U KOJIU3HSI OT KOSITO
Cce Mopax/J1aT ChIIHOCTHU TBOPYECKH chOUTHS. (CTp. 7-8)

Ot cwpue xenas Ha r-a OOpenIKoBa 37jpaBe U Bce Taka HECTUXBAILO JIPB3HOBEHHE 32
pa3BUTHE KaKTO B JINYEH, TAKa U TBOPYECKH, IEAArOTMUECKN U HaydeH IUJIaH, a ChIIO Taka Ja
BJIOXKU CBOSITA €HEPrusi, 3HAHHS M TBOPYECKH IMOJXOJA B IOJ3a KayeCTBOTO Ha oOy4yeHue B
Kareapa ,,[ e1eBU3NOHHO, TEATPATHO U KWHOW3KYCTBO ‘ M Hall-Be4€e 34 Pa3BUTHETO HA 3HAHUATA,
YMEHUATA U TBOPYECKUTE UMITYJICU HA HEWHUTE CTYICHTH. BsipBaM, ye TearpasiHara Ie1aroruka
uMa HyXJIa oT mpernojaBarenu kato Pocuma OOpemikoBa — BCEOTHAiHM M T'PUKOBHH,
MOCJIEZIOBATEIHU U ThpCEIIH, padOTIMBU U JIIOOONUTHH, BIBXHOBEHHM U OAYXOTBOPSBAIIH,



MOTHBHUpPAIIN U WU3MCKBAIIU, IMAPOKOCKPOCHU W CBOOOIOMUCIICIIN, U3IIBIHCHH C BBHTPEIIHA
CcB00O/Ia M YYBCTBO 3a XyMOD, ITOHSIKOTa OKPUJICHU OT TBOpYECKaTa JyJ0CT, CMEXa U Urpara, a
JPYT BT CAaMOBITbOCHU, U3CIIEABANKY BUIUMOTO U HEBUIUMOTO B YOBeKa... KauecTBara Ha 11
ac. 1-p Pocuna KoncrantuHoBa OOpemikoBa — TBOPUECKH, MEAArOrMuecKy, HaAydYH!u U HE Ha
MOCJIEIHO MSICTO JJUYHU MU JJaBaT KaTETOPUYHO OCHOBAHUE Ja MpenopbyaM Ha HAYYHOTO KYpHU
Ja ¥ IPUCHIU JuThKHOCTTA ,, JotieHT B [TH 8.4. TeaTpasHo u GpuIMOBO U3KYCTBO.

C meaHO yoeneHocT racyBaM 3A!

nou. A-p Togop AumutpoB-Meukapcku

09.09.2026 .



OPINION

by Assoc. Prof. Todor Ivanov Dimitrov-Mechkari, PhD
regarding
Chief Asst. Prof. Rositsa Konstantinova Obreshkova, PhD
candidate in the announced competition (State Gazette, issue no. 36 of April 17, 2026) for the
academic position of "Associate Professor" in the Professional Field 8.4. "Theater and Film
Arts", Department of Television, Theater, and Cinema Arts, Faculty of Arts at the South-West
University ,,Neofit Rilski“— Blagoevgrad

The sole candidate in the announced competition is Chief Asst. Prof. Rositsa
Konstantinova Obreshkova, PhD. From the documents submitted for participation, it is
evident that the candidate meets the necessary criteria and the candidacy can be evaluated on
its merits. I accept that all statutory and internal institutional requirements for participation in
the competition announced by the South-West University "Neofit Rilski" — Blagoevgrad for the
academic position of "Associate Professor" have been fulfilled.

It is a pleasure to write about a colleague with whom I have shared nearly two decades
of professional acquaintance, collegial cooperation, and personal relations. My earliest
observations of Ms. Obreshkova’s pedagogical and creative work date back to the 2007-2011
period, when I was a student at the National Academy for Theatre and Film Arts "Krastyo
Sarafov" (NATFA). During my studies, I observed with interest and curiosity the semester and
annual examinations of the students in the classes of Prof. Stefan Danailov, where she was a
member of the teaching team, as well as the diploma productions, in which she was part of the
staging team. There followed a decade during which we were colleagues at NATFA, and
although I did not have the pleasure of working within the same pedagogical team, I have
always been captivated by the ease of her communication, her readiness to help, and her
responsible stance regarding various administrative, pedagogical, or creative matters.

Rositsa Obreshkova graduated from the National Academy for Theatre and Film Arts
"Krastyo Sarafov" (NATFA) in 1995, majoring in Acting for Dramatic Theater in the class of
Prof. Dimitrina Gyurova and Corresponding Member Prof. Plamen Markov. During the 1999
2000 period, she obtained a postgraduate qualification in Theater Directing under Prof.
Margarita Mladenova, and in 2017, she defended a doctoral dissertation on the topic The
Creative Imagination in the Act of Manifesting Theatrical Worlds, once again at NATFA. Ms.
Obreshkova has been an educator at NATFA for nearly two decades (since 2002). In 2020, she
assumed the position of "Chief Assistant Professor" at the South-West University "Neofit
Rilski" — Blagoevgrad, where she serves as the Artistic Director of a class in Acting for
Dramatic Theater. Furthermore, from 2021 to the present day, she has been the Program



Director of the Stage at a Crossroads Autumn International Theater Festival. Her participation
in numerous scholarly forums, dozens of scientific publications in peer-reviewed and
specialized editions, and her published monograph Imaginatrix (Neofit Rilski University Press,
Blagoevgrad, 2025) are particularly impressive.

Her creative biography is enviable in both volume and quality, numbering 7 authorial
products, 20 directorial productions, and a multitude of activities over the years — actress at the
Dramatic Theater Sofia, theater director at numerous capital and regional theaters, assistant
director and actress in productions by Alexander Morfov at the Ivan Vazov National Theater,
appearances in cinema and television productions, and others.

Submitted as the primary habilitation work in relation to the announced competition is
a comprehensive artistic-creative work, which includes three leading scenic achievements: the
authorial monodrama, Scary-Funny Non-Communication he direction of the production
Babylonians based on S. Stratiev (Toronto, Canada), and the National Concert-Performance
Lambo at 80: Years of Love (Ivan Vazov National Theater), alongside a theoretical self-analysis.
To clarify the seemingly non-existent connection between the three performances, we will
utilize the words of Dr. Obreshkova herself, who identifies a shared internal problematic within
their creative essence: “The theme that connects them philosophically and aesthetically is the
phenomenology of scenic communication and the transformations of memory — from the
intimate space of monodrama to the large-scale ensemble composition. In the contemporary era
of global digital alienation, theater proves to be one of the last refuges for authentic human
empathy, for shared breath, for a magical reality re-temporalized through the human presence
of the actor. Investigating the transition between the extremes of social apathy and deep
emotional connectedness is the primary driver in my creative and pedagogical practice.” (p. 3)>

The poetical and philosophical style of Dr. Obreshkova, evident both in her theoretical
self-analysis and her publications, serves as a welcoming, lucid, and inspiring invitation to
meaningful intellectual communication—a domain so fractured and degraded in contemporary
times, a crisis she herself persistently alarms against. In the theoretical analysis presented, the
thematic fields, goals, means of achievement, and contributions of the comprehensive artistic-
creative work, as well as those of her other creative products, monograph, publications, and
participation in international projects, are clearly delineated. I fully endorse the contributions
formulated by the candidate, as well as the theoretical self-analysis provided, and I wish to
place particular emphasis on certain aspects that I consider highly significant.

Regarding the monograph Imaginatrix

This published work is crafted in an exceptional poetical and philosophical style, while
simultaneously maintaining a highly accessible language. The work represents a theoretical
study of the active imagination, its psychological aspects, the mechanisms through which it
functions, and its significance and role within the creative act from the perspective of theatrical
theory. Imagination is a crucially important component of the "elements of the creative state"

2Author's Note: All citations within this statement are taken from the candidate's Theoretical Self-Analysis of the
Submitted Artistic-Creative Works.



(according to K. S. Stanislavski), which the actor must develop, making this work exceptionally
valuable and practically useful. The study also proposes a viable model through which to
overcome the crises of imagination, creative thinking, and creativity "in the era of digital
hypervisualization."

Regarding authorial theater

R. Obreshkova herself defines her explorations in creating authorial theater as the most
valuable in her creative career. The productions The Dragon (Zmey), Nina, The Badly Stitched
Orpheus, and Kimono present a staging model in which the performance text is born
impulsively, authentically, and organically through its connection with the directorial solution.
In all these texts, the autobiographical holds its deserved place as the canvas of the creative
process. According to Obreshkova, overcoming the division in classical theater between the
playwright and the director—to which I would also add the actor—forges an absolute organic
connection between verbal action, stage behavior, spatial design, and an unforced relationship
with the spectator, reaching its zenith in Scary-Funny Non-Communication. Developed within
this production is a staging model for synthetic authorial theater utilizing a fragmentary, non-
linear narrative, whose primary device is self-irony, transforming the monodrama into a live,
proactive dialogue with the audience.

In my own experience working with students on autobiographical texts, alongside issues
of authenticity in stage behavior, vocal-speech characteristics, and the attitude towards the
narrated material, we most frequently encounter an obstacle with that exact moment of the
character's inner existence where a generalization of empirical experience must be interpreted
from a temporal distance—a moment that manifests most often through self-irony. The
contribution of this performance lies not only in the incorporation of documentary theater into
a specific poetic form and the unmediated, completely direct dialogue between character and
spectator, but also in the effort to elevate the autobiographical to a philosophical and universal
generalization, presented with its inherent irony.

A special impression is made by the performance "Untimely Argonautics”, which also
gravitates within the orbit of authorial theater, albeit guided by Obreshkova as an educator. The
production was created during the COVID crisis and the hardships faced by all of us teaching
practical disciplines in the field of theater arts. In this performance, the students, confined
inside, turn their gaze inward (the wordplay is intentional) toward their various layers—
emotions, feelings, experiences, fears, and identity—co-creating their personal
autobiographical monologues presented in an online environment.

Regarding the memory of personalities and events

Lambo at 80: Years of Love is a performance about memory as an intrinsic value. This
production at the Ivan Vazov National Theater—created by over 30 leading Bulgarian artists
and musicians, integrating live presence, music, and multimedia footage—is also a project that
transforms continuity between theatrical generations into a mission. “In my artistic and
research-educational practice, I defend the thesis that the memory of major figures in Bulgarian



theater is not a static monument, but a dynamic process of continuity that must be regenerated
through the means of live scenic art.” (p. 15)

The concert-performance is merely one part of R. Obreshkova’s long-term strategy for
preserving this memory, alongside the documentary film Lambo from Sofia, a traveling museum
photo exhibition, the book Stefan Danailov: A Game of Life, the Lambo Safari initiative, and,
last but not least, her stewardship of one of the Master’s own creations—the Stage at a
Crossroads Autumn International Theater Festival.

Regarding the themes of consolidating national origin, nationality, and language

The production of Babylonians (Toronto, Canada) raises the themes of alienation within
the diaspora community —both among themselves and toward their Homeland, the Bulgarian
language, and culture. The performance confirms the thesis that theater serves as a bridge
between collective memory and national identity, giving rise to an emotional co-experience. In
her synopsis of the performance, Dr. Obreshkova highlights how interaction with the Bulgarian
community illustrates the vital importance for our compatriots abroad to preserve their spiritual
connection with the Homeland and their loved ones, as well as the critical significance of
maintaining and passing the language down to their children. Admirable! Theater as a linguistic,
national, and spiritual refuge is not merely a theme in the work of a candidate in a competition,
but a nationwide, cultural, and social issue. This creative invention by Dr. Obreshkova
regarding the value of language, nationality, and belonging reflects the internal state of every
human being in this bewildered world. What is impressive here is the increasingly rare
enthusiastic attitude toward language, nationality, belonging, and the Homeland—an allegedly
archaic flavor of National Revival enthusiasm that is so desperately needed today. This theme
in her creative and pedagogical work forms a direct link to the classical understanding of
research-pedagogical labor within the humanities.

“The world chatters in thousands of living languages (7,170 at present), and sometimes
it even dreams in its dead ones. It may be romantic, but I believe that wherever in the world
someone utters words in Bulgarian, performs theater in Bulgarian, or raves in Bulgarian—this
will extend the life of our language along the extension of time.” (p. 13)

It 1s in this same sense that we find the exceptionally interesting and labor-intensive
project that represents an innovative educational approach in foreign-language and overall
humanities education, namely the transcultural reading of Radichkov’s work by Japanese
students. The work of the pedagogical team guided the process and created a creative
environment in which Radichkov’s world and his rich, metaphorical, and highly visual language
assisted the Japanese students in overcoming linguistic boundaries, bringing together two such
distinct cultural identities, and immersing themselves in a profound emotional experience. What
is impressive is that through Dr. Obreshkova’s approach—wherein acting training is utilized as
a tool for mastering complex linguistic constructs—an interdisciplinary pedagogical
methodology is formed. The project, beyond being an intercultural, creative, and linguistic
experiment, has led to the establishment of a Department of Bulgarian Studies at Osaka
University. If this is not a substantial contribution, what is! Moving from a slightly different
perspective but gravitating within the same field is the production Poetic Categories based on



Sikong Tu, which integrates ancient Chinese poetic forms with choreographic and plastic
elements. These projects solidify our long-held thesis that creativity, education, and art serve as
the most powerful and universal instrument for interaction, communication, and spiritual
connection among individuals from diverse cultures, ethnicities, religious backgrounds, and
linguistic communities.

What stands out is the synergistic operation and internal systematicity among the
candidate's creative, scholarly, and pedagogical activities. On one hand, her intensive and
diverse creative biography stimulates her research and publishing output; on the other hand, her
publications in specialized editions and participation in scholarly forums complement and
expand the practical-applied dimension of Dr. Obreshkova’s pedagogical work, as well as the
methodological foundations and principles guiding her student training. She transforms each
facet of her creative experience into methodological units that teach young actors how to
generate texts themselves, how to adopt a directorial mindset, and how to coalesce into
independent creative projects. “Precisely the high value of autonomous creative freedom and
its defense constitute my teaching creed.” (p. 8) The interdisciplinary approach lies at the core
of Dr. Obreshkova’s work across all domains. Based on the theory of "multiple intelligences,"
this represents the most current and versatile approach in contemporary science. All aspects of
Obreshkova’s creative, pedagogical, and scholarly experience are bound together in an invisible
structural system that breathes and lives, constantly enriching itself and periodically filtering
out the redundant. I highly evaluate all her creative manifestations, her long-standing
pedagogical experience, her substantive publications, and the derivation of practical-applied
principles, methods, and techniques from her creative practice toward her pedagogical activity.
As a sole critique, I must note that I experience a certain insufficiency regarding the synthesis
of all her diverse teaching approaches into a structured and systematized methodology for
acting training. In this sense, I hope this recommendation will serve as a starting point for a
subsequent habilitation and/or monograph describing an evolving methodology for teaching
acting.

I wish to conclude my statement once again with the words of Dr. Obreshkova, which
serve not merely as the creed of a theater professional, but also as invaluable counsel to the
generations of artists she has trained and will continue to train: “Under the pressures of market
ferocity and a reliance on deciphering the taste of the audience, creative integrity is lost
imperceptibly. Yet there exists a weary army of Don Quixotes, knights saddled with the sorrow
of defending one's inner freedom. Yes, armor is needed—one forged in a readiness to work, in
an uncompromising stance against vulgarity and bad taste, and in a rebellion against creative
indolence and despondency. It is rusty, it does not gleam in the rays of fame, and no matter how
much its jagged punctures chafe and dig into the chest, it helps in battle... most creative
processes move through doubt—they exist in a delicate balance between courage, a dose of
recklessness, accumulated skills, and the terror of failure... Confronting self-doubt with the
inner conviction regarding the significance and content of the theatrical action being
undertaken—this is the collision from which essential creative events are born.” (pp. 7-8)

From the bottom of my heart, I wish Ms. Obreshkova health and continued, unceasing
inspiration for development on a personal, creative, pedagogical, and scholarly level. I also trust



she will invest her energy, knowledge, and creative approach to benefit the quality of education
within the Department of Television, Theater, and Cinema Arts, and above all, to foster the
knowledge, skills, and creative impulses of her students. I believe that theater pedagogy stands
in need of educators like Rositsa Obreshkova—devoted and caring, consistent and searching,
industrious and curious, inspired and spiritualizing, motivating and demanding, broad-minded
and free-thinking, filled with inner freedom and a sense of humor, at times uplifted by creative
madness, laughter, and play, and at other times self-absorbed, exploring the visible and invisible
within the human being... The qualities of Chief Asst. Prof. Dr. Rositsa Konstantinova
Obreshkova—creative, pedagogical, scholarly, and last but not least, personal—provide me
with definitive grounds to recommend that the Academic Selection Committee award her the
academic position of "Associate Professor" in the Professional Field 8.4. "Theater and Film
Arts."

With full conviction, I vote IN FAVOR!

Assoc. Prof. Todor Dimitrov-Mechkari, PhD

September 9, 2026



