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MNMpeacrtaBeHu 3a peueH3upaHe ot Hay4yHoTo Xypu ca 8 nybnukaumm, ot KOUTO:
2 camocTosiTennHU MoHorpaduu; 6 ctatum u goknaaun, nyonnkyBaHu B
cneuvanusvpaHuv nsgaHusa B obnactra Ha u3Kycrtearta
MoHorpadwumu:

1. AHneBa, M., ,XyooxecTBeHa UANOCT Ha TeaTpanHus cnektakbna“, ISBN 978-954-
680-944-5, YHuBepcuteTcko wusgatenctso ,Heodut Punckn®, Bbnaroesrpag
2014;

B ocHogHusim mpyd, ¢ Koumo kaHOuOamcmeam 3a 0bsi8eHUsI KOHKYpC uckam 0a
omdernsi HSKO/IKO MOMeHma, Koumo crioped MeH Ookaseam rofie3Hocmma Ha masu
MOHozpagusi.

Pa3zzanexdam rnodpobHo, rnpoghecuoHasrHo U Koemo e [10-8axHo — pasbupaemo,
3Ha4YeHUemo Ha 8bobpaxeHUemo 3a meopyeckama paboma. VIambkeam 6pb3KUMe Ha
8bobpaxkeHuemo ¢ delicmeumesniHoCmma, 8pb3Kume Ha haHmasusima u peanHocmma
8 nogedeHUemo Ha 4Yoeeka. [ToOpobHO pasanexdam Yyemupume OCHOBHU, Crioped MeH
gopmu, Koumo cebp3gam OeliHocmma Ha ebobpaxeHuemo u delicmeumesniHocmma,
Koemo 20 npespbliya 8 MbPBOMNpPUYUHAa 3a M8opYecmao.

MHo20o cepuo3Ha cbcmasHa Yacm om MOHozpagusma ca npoghecuoHaHUme Mu
pa3cbXOeHUss OMHOCHO  XydoxecmeeHama Usisiocm 8 rnepuoda Ha ulzpaxdaHe Ha
criekmakbfia. 1 moea ycriewHo ce cry4ea u Ha bazama Ha rnpochecuoHarHama Mu
npakmu4ecka paboma Ha pexxucbop.

Upes mMHoz0 npumepu ybexdasam Yumamerss 8 Heobxodumocmma om OCMUCIISIHE
U MOYHO CmMpPpyKmMypupaHe Ha KOHKpemeH Crekmakbs Uuiu meamparnHa uoes, Ha
b6asama Ha croxHu aHanusu u 6ozama obwa Kynmypa.

U Ha kpas pasbupame Kak ce npasu meamparneH criekmakbs. AMU KakK cmaea
moea, we nonuma cmydeHma? A3 we My omaoeopsi maka : - Omaoeopbm € MHO20
JleceH — MHoO20 ghaHmaasus, uzpa, obwa Kynmypa, MHO20 masnaHm u 4YemeHe Ha MHO20
LcrneyuanHu” KHuau.

2. AHeBa, M., Npobnemun Ha nocTmMoaepHocTTa, EnekTpoHHo cnucanue, ISSN:1314-
3700, Tom 4, 2014;

Kbwuykama Ha b6aba fea cbwecmeysa, pas3bupa ce camMo 8 rpukaskume, HO
efleMeHmume, om Koumo € rocmpoeH mo3u rpukaseH obpas, ca 83emu om pearHusi
ornum Ha 4oeeka u camMo KOMBUHUpaHemo umMm Hocu bene3ume Ha rpukasHomo, m. e.
8bobpaxxeHuemo e cmaHasio MbPeorpuUYUHa 3a MEeopPYecmeo - Heomaosapswo Ha
delicmeumernHocmma rnocmpoeHuUe.

Mo makb8 Ha4yuH 8bObpakeHUemo 8uHaau ce usepaxoda om mamepuanu, dadeHu om
deticmeumenHocmma. BspHo e, 4e ebobpaxeHuemo moxe Oa cb3dasa ece HO8U U
HOBU cmerneHuU Ha KoMbuHauusi, KoMbuHuUpalKu omHayaro nMbpeu4yHUMe efieMeHmu om
delticmeumernHocmma, 6mopu4YyHO KOoMOuHupalku cred mosa eeqye haHmasHume
obpasu. Ho nocnedHume erniemeHmu, om Koumo ce uszpaxda u Hau-omoarne4yeHama



om OelcmeumeniHocmma haHmacmuyHa rnpedcmaesa, me3u rocredHU ernemeHmu
8UHaau we 6b0am enevyamrieHUss om deticmeumesiHocmma.

Tyk Hamupame nMbpeusi U Hal-8axeH 3aKOH, Ha KoUumo ce rnod4yuHsiea 0eliHocmma Ha
8bobpaxkeHuemo. To3u 3aKoH Moxe 0a ce hopmMmyrnupa maka: meopyeckama O0elHocm
Ha 8bobpaxeHuemo ce Hamupa 8 HerlocpedcmeeHa 3asucumocm om 6oeamecmeomo u
pa3Hoobpasuemo Ha MUHanus ofnum Ha 4Yoe8eKa, 3awomo MmMbKMO mo3u onum e
Mamepuanbm, om Kolimo ce cb3dasam cepadume Ha ¢haHma3susima. Konkomo e rno-
6o2am onumbm Ha 4Yo8eKa, C MmoJsikoga rogedye Mamepuars pasronaza He2o80Mmo
gbobpaxeHue. Emo 3awo ebobpaxeHuemo y 0ememo e no-6e0HO, OMKO/IKOmMoO y
8b3pacmHus Yo8eK U moea ce 0bsicHs8a ¢ rno-2osiiMama 6edHocm Ha He208usi ornum.
[Nedacozuyeckussm u3800, KOUMO MOxXe 0a ce Harpasu Oom Ka3aHOmo, ce 3ak/yea 8
Heobxodumocmma Oa ce paswupsiea onumbm Ha 0ememo, ako Hue uckame Oa
cb30ademM docmamb4YHO M8bPOU OCHOBU 3a Hezogama meopyecka 0eliHocm.

Cratuu 1 goknaau:

1. AHeBa, M., ,MeTacdopn4HOCT Ha TBOPHYECKOTO BbobpaxeHue“, ctp. 31, TpeTa
HauUnoHanHa KoHdepeHuus ¢ MexayHapoaHo yyactue, MysukanHo-
oGpasoBaTenHu cTpaTernm 1 NpakTnuka B npegyyannuuiHaTta, yYmnuiiHa u
n3BbHyuMnuuHa cpena, ISSN-1314-4324, Ho ,Opdgeera gapba“, Cocpua 2011

[a, HaucmuHa, eébobpaxeHuemo, 3a Oa cmaHe meop4yecko mpsibea da 6bOe
KOHKPEemHo, 3auomo uHaye ocmaea Hal-obUKHOBEHO (haHMa3bopcmeo, HO ako £
HsiMa Mmemacghopama ebobpaxxeHuemo bu 6uno bumoeo, a He M8oPHECKO.

lMpouecbm Ha cebernposepka U B6b3HUKBAWOMO oOm Heeo cebernosHaHe
rnpedussukeam CEPUO3HOMO OMHOWEHUEe KbM uU2pama U e/lazaHemo Ha 6CUYKU
OyX08HU U ¢bu3uyecKku cunu Ha As-a, mobunu3ayusma Ha ecu4ykume My 08/51a0sH U
dopu Hernodo3upaHu 8b3MOXXHOCMU. MIMEHHO ripouecbm Ha ceberiposepka e ghakmopa,
rnpeodornsieaw, UHCMUHKMa 3a MUHUMareH pa3xo0 Ha eHepaus u npespbujaw uspama
8 Hali-eHepeoeMmKkama delHocm. Heeb3MoxHO e Oa u3sbpuwuw cebenposepka u Oa
nocmuzHew ceberno3HaHue 8 ammocghepama Ha Hecepel3uo3HOCMm, Ha umumauyusi Ha
deliHOCM, Ha HeaHaaXKupaHo y4acmue 8 KOHGrIuKkma, Ha “mMapkupaHe” (crioped Hawus,
meamparieH XapaoH) Ha rnosedeHue.

B kpalHa cMmemka, uepama ce oOKasea Hal-npuenekamesHus Mooesi Ha

camoyyumesn o memoda ‘npobu u epewku”. Weposus npouec (npedumHo) u
pe3ynmama om Hea20 (roHsiKoea) ce npespbwam (unu rno ckopo mMoz2am da ce
rnpeebpHam) 8 rnOOMUK 3a KopeKkuuu 8 XXumeluckomo rogedeHuemo A3-a U UMEHHO
mo3u pe3ynmam ornpasdasa CbUEeCcm8ygaHemo Ha ugpama.
B dobpus meambp 8cuyku cb30adeHuU om CUeHU4YHUMe meopuyu ycrioeHocmu u rnpasou
mpsibea Oa 800sm 0O paskpueaHemo Ha HsKakea pasbupaema 3a 3pumenume
rnosuyusi. A moea e 8b3MOXHO camMo U eduHcmeeHo 4Ype3 META®OPUYHOCTTA Ha
meopyeckomo 8bobpaxeHue Ha akmbopal



2. AneBa, M., ,M3rpaxgaHe Ha xygoxkecTBeHaTa UANOCT Ha TeaTpariHUA CreKkTakbrl

OT CTyaeHTuTe“ COOpPHMK OT HayyHaTa KOHpepeHuus ,XymMaHuUTapHUTE Hayku

aHec”, Codms 2014

XKusHeHomo u meampanHomo rnogedeHue e NUWEHO om eapuaHmMHOCm — mo e
e0UH HerpecmaHeH UMposu3ayUoHeH MoMmMok, 8 KoUmo e rno4ymu He8b3MOXHO MU2bm
Oa 6b0Oe crnpsH u rnoemopeH. Meposomo nosedeHue obaye Oasa 6bL3MOXHOCM 3a
u3bop Ha sapuaHmu. AKO, “yakal,4akad” u np... 3amMucbria 8 Hezogama Usiiocm MoXe
u Oa ripuHadnexu Ha pexucbopa, HO ce peasnusupa (Unu He) om akmbopa.

AKmbopbm e Mamepuan 3a cb30agsaHe Ha CUeHUYHusi obpas. 3a pasnuka om

Opyeume u3Kycmea akmbOpbm (8 MEOpYECKUs rpouec) ce siesisa €OHOBPEMEHHO
meopeu-xyO0oXXHUK U Mamepualsi, om Koumo XyOOXHUKbmM cb30asa obpaasa.
Akmbopbm mpsibea Oa eb3rpou3gede c rnomowjma Ha ceosi Mamepuarn (cebe cu)
obpasa, 3amucsieH om Heao 3aedHO C pexucbopa. 3a mosa Hue mpsibea KO/IKOMO
Mo)ke ro-nodpobHo Oa ornpasdaem, Oa Hapucysame 8 ceosima chaHmasusi, obpasa,
koumo mpsibea Oa uzspaem, Oa pasbepem He208US 8bmpeweH Mup, 0a paslbepem 8b3
OCHOB8a Ha Kakga OelicmeumesiHocm, rnod eb3delicmeuemo Ha KakKeu rpu4yuHuU mosi
Heao08 ebmpeweH Mup, Hezosume Oywe8HU Kayecmea ca 6b3HUKHanu u ca ce
paseusarnu, u Hakpas ,0a sudum” 8bHWHOCMMa My, m. e. 0a HaMepum oHasi popma Ha
ussiesisaHe, KOSImo HaU-Mb/IHO U U3pa3umersiHo We cbomeemcmea Ha cb30adeHama
om Hac npedcmaea 3a 0adeHusi obpa3. Kamo ya2oeopum u pa3bepem obpa3sa, maka Oa
ce Kaxe 20 obsicHsieame ¢ Oymu: uckame Harpumep mol 0a 6bude Oebersi, mpomas,
00b6podyweH, anynasuybK, Ha e0u Kakea cu 8b3pacm, 3aHumasa ce ¢ e0u Kakea cu
paboma u m. H. [lo-HamambK, Kamo ce cmpemum 0a ce npubnuxum, 0a 3axueeem ¢
obpasa, HUe u3MucrisIMe He2080MmMO MUHAasU: KaK C pacb/l, Kakeo e busio demcmeomo
My, Kak € obukHan e0HO Momu4ye, uckasn € 0a Ce OXEHU 3a Hesl, a ms ce OMb)ea 3a
Opye, Kak 3amuHasa 3a 0pye 2pad, Kak ymupam podumesniume My U mol ocmasa cam, u
m. H.

UzzpaxdaHemo Ha xydoxxecmeeHama Us/iocm Ha criekmakbria e Hal-8aXHomo
3a pexucbopa U Ha OCHOBHUS u3pa3 Ha He2o080mo U3Kycmeo akmeopa. Toea e eduH
MeXbK MPoyec, KOUMO 3a Xallocm He 8UHaau e ¢ ycrieweH kpal. Toea e Ob/be nmbm,
Koumo we ce ornnumeam 0a pasafiedam.

3. AHeBa, M., NognwHuk Hayka-obpasoBaHne-u3KycTso, ToM 8
ISSN-1313-5236, bnaroesrpag 2014
»+AKTbOPBT KaTO U3pasHO CPeaCTBO Ha pexuncbopa“

Cbnbckame ¢ mbli Hape4yeHoOMOo PEXUCbOPCKO MoKa3eaHe, Ko2amo pexucbopbm, 3a 0a
rnodcemu, Oa pa3siCHU Ha akmbopa Koe e Mo-85pHO, Koe e rno-61u3o 0o 06xo0umMomo
mbJikygaHue Ha obpasa, mpsibea Oa ymee C HSIKO/IKO wpuxu ako dymume He ca
docmambyHu, 0a roKaxe Ha akmbopa Kakeo He My Oocmuea 3a oenadsieaHe Ha
obpa3su unu, Harnpomues, Kakeo My rpeyu.

Emo 3awo pexucbopbm (Mo 68b3MOXHOcm) mpsibea cam Oa rnpumexaea BCUYKU
ceolicmea, KOUMO HuUe u3uckeame om akmbopa. Pexucbopbm mpsibea da ymee da
L,uepae” 8CUYKU POnu — U MBbXKU, U XEHCKU, da e MHO20 006bp ,rcuxosioe”, 0a 6bde
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asmopumem 8b8 8cu4YKu obnacmu, ocobeHO o omHoWweHuUe Ha eKyca, 0a rnpumexasa
KOJIKOMO MOXe rnogede 3HaHus, 0a usduaa KyJimypHOMmMO HUBO Ha Uerslusi KOflekmus, ¢
koumo pabomu, 0a 20 y4u u cbwespemMeHHO molu Oa ce y4u. Pexucbopbm mpsibea Oa
obuya akmbopa, 0a He My Hamparnsea UHmoHauyuu, 0a He Haslaza npomue 8osiima Ha
akmbopa ceoume b6azpu, a da rnodcka3ea Ha akmbopa, 0a 20 Hanmbmcmea maka, 4e
mou, Kamo 4e flu caM Hamupa HyxXHama ¢hopma Ha Oelticmeue. Pexucbopbm mpsibea
0a 3apa3u akmbopa CbC C80€MO MbJIKy8aHUE Ha posisima, 0a rokaxe u rnoodckaxe CbC
ceoemo ,foka3eaHe” kakeo mpsibea 0a ce mbpcu 3a obpasa, Oa cbymee Oa ybedu u Oa
3ananu akmbopa 3a OadeHa paboma, ece eOHO — e2ofsiMa unu Marsika, 3awomo u
Masikama, Ho 0obpe U 2puXueo HarpaeeHa porss, Moxe Oa ce obuya maka, a
MOHSIKO2a U rogeye, OMKO/IKOMO mbl HapedeHama ,ueHmparsHa” posisi.

4. AneBa M., logunwHMK Hayka-obpasoBaHMe-nU3KycTBo, TOM 7
ISSN-1313-5236, bnaroesrpag 2013
»XYOOXEeCTBEHa LAoCT Ha crnekTakbna“

U maka xydoxecmeeHama meopba e npodykm, pe3ynimam om creyuguyeH
meopyecku rpouec. Obaye camama peanusayusi Ha Mmo3u npouec npedrnonasa
usina nopeduya om npednocmasku, 6e3 yuemo Hanu4yue mou 6u 6un
Heeb3MOXeH. Hali-obwo me3u npednocmasku mMozam 0Oa ce riodpasoesnisim Ha
dse epynu: cybekmueHu (makuea Heobxooumu ycrnosusi 3a
xydoxxecmeeHomeopyecka OeliHoCm, KOUmoO mo3u 408eK Mo MpuHyun He bu
Moabs1 0a 6b0e XyOOXHUK, He 6u Moebsli da meopu MbIIHOUEHHO U3KYCcmeo);
obekmueHU (makuea ycroeusi, koumo npedocmass unu He npedocmass Ha
xydoxHuka obekmusHama, rpedu 8cu4Ko obuwecmeeHama delicmeumesiHocm,
6e3 koumo mou He 6u Mozl Oa peanusupa cebe cu Kamo XyOOXHUK).

Kou ca u kakeo npedcmaernisieam OCHoeume, HOCeHU om cybekma,
npedriocmasku 3a meopyecka 0eliHoCm; KOU ca U Kakeo rpedcmasrsisieam OHe3u
Kayecmea Ha delicmeauwjus cybekm, Kolmo 20 rpassm meopeuy,?

Ha nbpso wmscmo mpsbea Oa mnocoqyum XydoxecmeeHuss masaHm.
JluweHusim om xydoxecmeeH marnaHm He e 8 CbCmMosiHUe 0a meopu U3KYyCmeo.
Jluncama Ha manaHm o HUKakb8 Ha4YuH U C HUWO He Moxe Oda b6boe
KOMreHcupaHa — HUMo C y4eHe Ha npasursna, HuUmo ¢ yrnopum mpyd. Kornkomo u
da ce y4u, Korlkomo u 0a rnocmosiHecmea, yrnopumume yCususi Ha fuWeHUss om
manaHm moeam 0a 20 u3npassim Hal-MHo20 00bbp 3aHasm4yusi 8 obslacmma Ha
U3Kycmeomo, HO He U XyOOXHUK, meopey Ha YyHUKasiHU, Mb/IHOUEHHU
XydoxxecmeeHuU rpou3sedeHus.

TanaHmbm e nbp8ama, OCHo8Hama u abconomHo Heobxoduma
rnpedriocmaska 3a MbJ/IHOUEHHO M8opPYECMEO.

5. AHeBa M., ,CeH3opHa CbLWIHOCT Ha BbobpaxeHueTo. lMoHATMEe 3a obpas wu
NoHATUE 3a BbobpaxeHne®, MoanLWHNK Hayka-obpasoBaHMe-n3kycTBo, TOM 5
ISSN-1313-5236, bnaroesrpag 2011

B ceosima mnbpeuyHa ¢hopma 6bObpaxeHUemo ce [osessa CrIoOHMaHHO om
Hecb3HamesIHomo Ha eb3npuemauwus cybekm. Bmopu4yHume ¢haHmasuu
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8b3HUK8am Ha pasHUWemo Ha Cb3HaHuemo. Te ca npedHamepeHo rnpedu3euKaHuU C
onpedeneHa uen. HepeanHusm cmamyc Ha npedu3gukaHama aHmasusi e
o4yesudeH. lNpu croHMaHHOMO 8bObpaxeHuUe 4yecmeomo 3a HepeasiHocm 4ecmo
omcbcmea 8 ripoueca Ha aHmasHama OeliHocm. OO6UKHOBeHO  ripu
pempocriekmueeH aHasnu3 Ha ¢haHmasusima JIeCHO ce rpu3Haea HepeasHama U
cbWHOCM paHmasuume moz2am 0Oa 6wbOam 3aenadseawu, Kamo npaesm
haHma3supawus uHOusuO HecriocobeH 0a omaoeapsi adekeamHO Ha U3UCKeaHuUsima
Ha cpedume. Yosek rnoawriHam om ebobpaxkeHuemo cu, usanexoa ,omcbcmeauw)”
usnu rno-cepuosHU criydau 8 CbCmosiHue Ha ,mpaHc’.

Obpasbm uzpae 8ce rno-2onsimMa pPosis 8 CbBPEMEHHamMa meamparsHa rnpakmuka,
3auWomo ce e rpesbpHarl 8 MOHSIMuUEe, KOemo ce Mpomueornocmass Ha roHsmusima
3a mekcm, ¢pabyna unu delicmeue. Bb3ebpHarn Hanb/IHO 8u3yasiHama cu rnpupooa
meambpbm Ha obpasume cmuea Oopu domam, 4e ce eb3rpuema camo Kamo
nopeduuya oOm CUEHUYHU u306paxeHuss U mpemupa JuUH28UCMUYHUME U
aKmaHmHdume mamepuasiu kamo obpa3su usnu KapmuHu.

BnobpaxeHuemo e 8 ocHogama Ha 8CSIKO meop4yecmeo. 3a da meopu, moecm 0Oa
cb30asa, 4Yo8eK Mbpeo u3zpaxda 6 rnpedcmasama CU Kak8o we cb3dade. 3a Oda
meopu Yo8eK MbpPeo U3zpaxoa 8 npedcmasama Ccu Kakeo we cb3dade.

6. AHeBa M., ,CTumynupaHe Ha TBOPYECKOTO BbOOpaxeHue“, MoaULHUK Hayka-
obpa3oBaHue-n3KycTso, ToM 4
ISSN-1313-5236, bnaroesrpag 2010

Kamo Ha eceku meopeu, Ha UCMUHCKUS akmbop € HeobxodumMo CcMesio
gbobpaxeHue, ¢ MHO20 UHUUuamuea, pas32bpHasio Kpurne u3 ce0600HUS 8b30yX Ha
meopyeckusi nonem. Takoea ebobpaxeHue Moxe da ce usgpadu om meopeua, ako
mol uma xenaHuemo u ambuuyusma da eo Hanpasu. [lpocmo mpsibea da uma
XXeslaHuemo u omeopeHume cemusa, 3a 0a omkpuea U Hampyrea y cebe cu Heuwa,
Koumo wje 3axpaHeam pabomama Ha meop4yuecKkomo My ebobpaxeHue, a mosa npu
8CUYKU Cllydau o3Ha4yaea 0a e00u 6bozam U CMUC/EH Xueom cped xopa, Koumo He
xueesim criy4alHO Ha mo3u cesim, 0a 6b0e e2omoe Oa 8b3rpuemMa 8CUYKO OKOmo cebe
cu.

Haui-eaxxHomo 3a mnadusi YoeeK, mpbaHasl 1o meampasHume nbmuwa, e da He
ce ycriokosiea U Oa He 3abpaes, 4ye Mpouecbm Ha pa3sumuemo Ha MEOPYECKOMO
8bobpaxkeHue e besKpaeH Kamo caMomo meop4yecmeo.

Akmbopbm mpsibea O0a uma r5iecHO 8b36yOumMa meopyecka chaHmasus u 8
cbwomo speme Oa ymee 0a yrnpasrsnsea, 0a OCMUC/S moea, Koemo cb30asa He2080MmMo
8bobpaxxeHue.

®aHmasussma mpsibea Oa ce Haco4yea KbM ornpeodeneHa ues, mpsibea Oa e
epadusHa.

JaTta: 26.08.2019 rogmHa
MNoagnuc:
/rn.ac.a-p Munena AHesa/



APYI' HAYYHO-NMPUNOXHU U XYOOXECTBEHO-
TBOPYECKWU PE3YIITATU

B KOHTEeKCTa Ha KOHKypca ca npeAcTaBeHM oOlle chnpaBku 3a yyactme B 13
TBOpPYECKM U NpocheCUOHaNHN NPoeKTa, 2 Hay4YHoM3cneaoBaTesICKM NpoeKTa.

TBOpPYECKU NPOEKTU:

1.TeaTpaneH cnekTakbn, pexucbop, YyebeH Teatbp B KOrosanageH
yHuBepcuteT ,Heodut Punckn® bnaroesrpag, ,Yexos - pesto®, 2011r.

2. TeaTpaneH cnekTakb, pexucbop, Y4yebeH TeaTbp B KOrosanageH
yHuBepcuteT ,Heodut Punckn® bnaroesrpag, ,Hsama HULWO NO-KOMUYHO OT
HewlacTmeTo®, pexuncobop 2011r .

3. TeaTpaneH cnektakb, pexucbop ObwmHCkM Teatbp BuavH,[ABancet MUHyTH
c aHren®, 2013 r.

4. TeaTparneH cnekTakbi, pexumcbop, ,,CMnHoTo 4yBCcTBO" OT Mnd u MNeTpos
bnaroesrpag 2015

5. TeaTpaneH cnektakbn, pexucbop , ,Kactuur®, “YCET”2015

6. TeaTpaneH cnektakbn, pexucbop, ,CnyrmHute“ no >Xan XXiwoHe, bnaroesrpag
2015

7. TeaTpaneH cnekTakbi, pexucsop, ,Baosuuute” no Cnasomunp Mpoxex,
bnaroesrpag 2015

8.TeaTpaneH cnektakb, pexucbop, ,0ng Cenbpyk®; no Yo AnbH;
rp.bnaroesrpag 2015

9. TeaTpaneH cnekTakbn, pexucbop YuebeH Teatbp B KOroszanageH
yHuBepcuteT ,Heodut Punckn® bnaroesrpag, ,HupsaHa“, 2016r.

10. TeaTpaneH cnekTakbn, pexucoop, YuebeH teatswp ,YCET® - nuecute
"MocnegHuaT ctpacTteH ntboBHUK" oT Huinn CanmbH 1 "HupeaHa" ot KOHCTaHTUH
Nnues, 2016r.

11. TeaTpaneH cnekTakbn, pexucbop YuebeH TeaTbp B KOrosanageH
yHuBepcuteT ,Heodut Punckn” bnaroesrpag, ,"OT16nm30" Ha MaTtpuk Map6bp.“, 2016r.
12.TeatpaneH cnektakb, pexucbop The burning gadulka, London 2016
13. KoHuepT-cnektakbn, pexucbop : CIMEKTAKDBIL. JpamaTtnyeH Teatsbp

»Hvkona Banuapos® bnaroesrpag 2018r

Hay4yHou3cnenoBaTesiCKU NPOEKTMU:
1. Yvyactue B MexayHapoaeH HaydeH, obpasoBaTteneH unm
XYOO0XEeCTBEHOTBOPYECKN NPOEKT
A0BY012/1; ,CtumynnpaHe Ha Hay4yHUTE n3crneaBaHns B Abp>KaBHUTE BUCLLK
yumnuuia“; YrneH Ha Hay4YyHUs KONeKTUB




2. P1bkoBoACTBO Ha MexayHapoeH HayyeH, obpasoBaTeneH unm
XyOOXXeCTBEHOTBOPYECKM MPOEKT
OHTC/Makenonnn01/1; ,bankaHute Tunonornmn gpamaTyprusita, Teatbpa u
nybnukata npes XX B."

JaTta: 26.08.2019 rogmHa
Moanwuc:
/rn.ac.a-p MuneHa Anesa/
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There were 8 publications submitted for review by the Scientific Jury, of which:
2 independent monographs; 6 articles and reports published in specialized
editions in the field of arts

Monographs :

1. Aneva, M., "The artistic integrity of the theatrical spectacle”, ISBN 978-
954-680-944-5, Neofit Rilski University Publishing House, Blagoevgrad 2014,

In the main work with which | apply for the announced competition, | want to take
a few moments that, in my opinion, prove the usefulness of this monograph.

| look in detail, professionally and more importantly - understandably, the meaning
of the imagination for creative work. | emphasize the connections between
imagination and reality, connections between fantasy and reality in human behavior. |
take a closer look at the four basic, in my opinion, forms that connect the activity of
the imagination with reality, which makes it the primary cause of creativity.

A very serious part of the monograph are my professional reflections on artistic
integrity during the period of the performance. And that also happens successfully
based on my professional practical experience as a director.

Through many examples, | convince the reader of the need to think about and
precisely structure a particular performance or theatrical idea, based on complex
analyzes and a rich general culture.

And finally, we understand how a theatrical performance is made. What about
this, the student will ask? I'll answer it this way: - The answer is very easy - a lot of
fantasy, a game, a common culture, a lot of talent and reading a lot of "special" books

2. Aneva, M., Problems of Postmodernity, Electronic Journal, ISSN: 1314-
3700, Volume 4, 2014;

Grandma Yaga's cottage exists, of course, only in fairy tales, but the elements
that make up this fairy tale image are taken from the real experience of man and only
combining them brings the marks of fairy tale, that is, the imagination became the
origin of creativity - untrue construction.

In this way, imagination is always constructed from material given by reality. It is true
that the imagination can create more and more degrees of combination, initially
combining the primary elements of reality, then secondarily combining already
fantasy images. But the last elements that make up the furthest imagination of reality,
these last elements will always be impressions of reality.

Here we find the first and most important law to which the activity of the imagination
is subject. This law can be formulated as follows: the creative activity of the
imagination is directly dependent on the richness and diversity of a person's past
experience, because that experience is the material from which fantasy buildings are
created. The richer a person's experience, the more material his imagination
possesses. Therefore, the child's imagination is poorer than that of the elderly, and
this is explained by the greater poverty of his experience.

The pedagogical conclusion that can be drawn from the above is the need to extend
the child's experience if we are to create a solid foundation for his or her creative
activity.



Articles and reports:

1. Aneva, M., “The Metaphoricity of Creative Imagination,” p. 31, Third
National Conference with International Participation, Music-Educational
Strategies and Practice in Preschool, School, and Extracurricular
Environments, ISSN -1314-4324, Orpheus Gift, NF, Sofia 2011

Yes, indeed, the imagination to be creative must be concrete, because otherwise
it is just fantasy, but if it were not metaphor, the imagination would be everyday, not
creative.

The process of self-examination and the resulting self-knowledge cause a serious
attitude towards the play and the embedding of all spiritual and physical forces of the
Self, the mobilization of all his mastery, and even the unsuspecting possibilities. It is
the process of self-checking that is the factor that overcomes the instinct for minimal
energy consumption and makes the game the most energy-intensive activity. It is
impossible to carry out self-examination and gain self-knowledge in an atmosphere of
non-seriousness, imitation of activity, uninvolved involvement in conflict, of "marking"
(according to our theatrical jargon) of behavior.

After all, the game is proving to be the most attractive trial-and-error model. The

gameplay (mostly) and the result of it (sometimes) become (or may soon become) an
impulse for corrections in the life behavior of the Self, and it is this result that justifies
the existence of the game.
In a good theater, all the conventions and righteousness created by the stage
creators must lead to the discovery of some understandable position for the
audience. And this is only possible through the metaphoricity of the creative
imagination of the actor!

2. Aneva, M., "Building the artistic integrity of the theatrical performance
by students" Proceedings of the scientific conference "Humanities today", Sofia
2014

The life and theatrical behavior is devoid of variance - it is a continuous
improvisational flow in which it is almost impossible to stop and repeat the moment.
Game behavior, however, allows you to choose options. IF "wait, wait" and so on ...
the design in its entirety may belong to the director, but is realized (or not) by the
actor.

The actor is the material for creating the stage image. Unlike the other arts, the
actor (in the creative process) is at the same time an artist-artist and material from
which the artist creates the image.

The actor must reproduce with the help of his material (himself) the image conceived
by him along with the director. For this we need to justify as much as possible, to
draw in our fantasy, the image we have to play, to understand his inner peace, to
understand on the basis of what reality, under the influence of what causes his inner
peace, his mental qualities have arisen and developed, and finally to "see" his
appearance, that is, to find the form of expression that will most fully and expressively
correspond to the image we have created of the given image. Speaking and
understanding the image, so to speak, let us explain it in words: for example, we
want him to be fat, cumbersome, good-natured, stupid, eddie at what age, deals with



eddie what a job, etc. as we strive to get closer, to live with the image, we make up
his past: how he grew up, what his childhood was like, how he loved one girl, wanted
to marry her, and she marries another, how he goes about another city, how his
parents die and he is left alone, and so on.

The construction of the artistic integrity of the performance is the most
important thing for the director and the main expression of his art actor. This is a
difficult process, which unfortunately does not always have a successful end. This is
a long road that I will try to look at.

3. Aneva, M., Yearbook of Science-Education-Art, Volume 8
ISSN-1313-5236, Blagoevgrad 2014
"An actor as a director's expression tool"

We encounter the so-called director's show, when the director, in order to remind
himself, to explain to the actor which is more true, which is closer to the necessary
interpretation of the image, must be able to do a few strokes if the words are not
sufficient, the k akvo actor lacks the ability to master images or, on the contrary, what
hinders him.

That is why the director (if possible) must have all the qualities that we require from
the actor. The director must be able to "play” all the roles - both male and female, to
be a very good "psychologist"”, to be authority in all areas, especially in terms of taste,
to have as much knowledge as possible, to raise the cultural level of the whole team
he works with, to study him and at the same time to study him. The director has to
love the actor, not to intonate him, not to impose his colors against the will of the
actor, but to prompt the actor, to guide him so that he seems to find the necessary
form of action himself. The director must infect the actor with his interpretation of the
role, show and prompt with his "showing" what to look for the image, be able to
persuade and ignite the actor for a job, whether big or small, because the small , but
a well and carefully crafted role can be loved, and sometimes more, than the so-
called "central” role.

4. Aneva M., Yearbook of Science-Education-Art, Volume 7
ISSN-1313-5236, Blagoevgrad 2013
"The artistic integrity of the show"

So the artwork is a product, the result of a specific creative process. However,
the very realization of this process implies a whole series of preconditions
without which it would not be possible. In general, these prerequisites can be
divided into two groups: subjective (such prerequisites for artistic creative
activity that this person could not, in principle, be an artist, could not create
complete art); objective (such conditions that the artist gives or does not give
to the artist the objective, above all, the social reality, without which he could
not realize himself as an artist).

Who are and what are the basics borne by the subject, prerequisites
for creative activity; who are and what are those qualities of the actor who
makes him an artist?

First of all, we have to point out the artistic talent. Deprived of artistic
talent, he is unable to make art. Lack of talent can in no way be compensated



for - neither by learning the rules nor by hard work. As hard as it is to learn, as
long as it persists, the hard work of the talent-deficient may make him the best
artisan in the field, but not an artist who creates unique, complete works of art.

Talent is the first, basic and indispensable prerequisite for complete
creativity.

5. Aneva M., “The Sensory Essence of Imagination. The Concept of
Image and the Concept of Imagination, Science-Education-Art Yearbook,
Volume 5

ISSN-1313-5236, Blagoevgrad 2011

In its primary form, the imagination spontaneously arises from the unconscious of
the perceiving subject. Secondary fantasies arise at the level of consciousness.
They are deliberately provoked for a specific purpose. The unrealistic status of the
fantasy provoked is obvious. In spontaneous imagination, a sense of unreality is
often absent in the process of fantasy activity. Typically, retrospective analysis of
fantasy can easily acknowledge its unrealistic nature, fantasies can be
compelling, rendering the fantasy individual unable to adequately meet the
demands of the environment. A person engrossed in their imagination appears to
be "absent" or more serious in a "trance" state.

The image plays an increasing role in contemporary theatrical practice because it
has become a concept that defies the concepts of text, plot or action. Completely
restoring its visual nature, the theater of images even goes so far that it is
perceived only as a series of stage images and treats linguistic and acting
materials as images or paintings.

Imagination is at the heart of all creativity. In order to create, that is to create; one
first creates in his idea what he will create. In order for a person to create, he first
creates in his idea what he will create.

6. Aneva M., “Stimulating Creative Imagination,” Science-Education-Art
Yearbook, Volume 4

ISSN-1313-5236, Blagoevgrad 2010

Like any artist, a true actor needs a bold imagination, with a lot of initiative,

spreading its wings in the free air of creative flight. Such imagination can be built by
the artist if he has the desire and ambition to do so. He just has to have the desire
and the open senses to discover and accumulate in himself things that will feed the
work of his creative imagination, which in any case means leading a rich and
meaningful life among people who do not accidentally live in this world, to be ready to
perceive everything around him.

The most important thing for a young man to take the theatrical paths is not

to calm down and not to forget that the process of developing creative imagination is
as endless as creativity itself.

An actor must have an easily arousing creative imagination and at the same

time be able to manage, comprehend what creates his imagination.

Fantasy must aim at a specific goal, it must be constructive.

Date: 26/08/2019

Signature:
/Milena Aneva, MD, PhD /



OTHER RESEARCH AND ART AND CREATIVE RESULTS

In the context of the competition, more references for participation in 13
creative and professional projects, 2 research projects are presented.

Creative projects:
1. Theatrical performance, director, Theater Theater at Southwestern
University "Neofit Rilski" Blagoevgrad, "Chekhov - Review", 2011.

2. Theatrical performance, director, Theater Theater at Southwestern
University "Neofit Rilski" Blagoevgrad, "There is nothing more comical than
misfortune", director 2011.

3. Theatrical performance, directed by Vidin Municipal Theater "Twenty
Minutes with an Angel”, 2013.

4. Theatrical performance, director, "The strong feeling" by IIf and Petrov,
Blagoevgrad 2015

5. Theatrical performance, director, "Casting", "USET" 2015

6. Theatrical Performance, Director, Jean Guinea's The Servants,
Blagoevgrad 2015

7. Theatrical performance, director, The Widows by Slavomir Mrozhek,
Blagoevgrad 2015

8. Theatrical performance, director, Old Sabrook; by Woody Allen;
Blagoevgrad 2015

9. Theatrical performance, directed by Teaching Theater at Southwestern
University "Neofit Rilski" Blagoevgrad, "Nirvana", 2016.

10. Theatrical performance, director, USET Training Theater - the plays "The
Last Passionate Lover" by Neil Simon and "Nirvana" by Konstantin Iliev, 2016.

11. Theatrical performance, directed by Teaching Theater at Southwestern
University "Neofit Rilski" Blagoevgrad, "Close" by Patrick Marber., 2016.

12.Theatrical performance, directed by The burning gadulka, London 2016

13. Concert performance, director: SPECTACLE. Nikola Vaptsarov Drama
Theater Blagoevgrad 2018

Research projects:
1. Participation in an international scientific, educational or artistic project
GTLDO012 / 1; "Stimulating research in public higher education institutions";
member of the scientific team

2. Management of an international scientific, educational or artistic project
DNTS / MacedoniaOl / 1; "Balkans typologies dramaturgy, theater and
audience in the twentieth century.”



Date: 26/08/2019
Signature:
/Milena Aneva, PhD /



