IOrozananen ynusepcuret ,,Heobut Puncku”
PEIIEH3USA

ot npo¢. a.u3k.H. Kameauns Hukonosa
HAT®U3 “Kpserro Capador”; UHCTUTYT 32 M3cieaBane Ha u3KycTBara, bAH

Ha TPEJICTABCHUTE HAYYHH TPYJIOBE 332 YYaCTHE B KOHKypca 3a aKaJieMHYHATa
nnbxkHocT JJOLEHT,

B ipoecronanHo HanpasieHue 8.4. TeaTpaiHo ¥ GUIMOBO
n3kycTBo(TeaTpo3HaHue U TeaTPaTHO U3KYCTBO) — AKThOPCKO MalCTOPCTRBO,
o0sBeH ot FO3VY B JIB 52/02.07.2019 T.

C €IMHCTBEH KaHIHUIAT
ria.ac. 1-p MUWIEHA HUKOJAEBA AHEBA-CTUJIOBA

XaOUITUTAIMOHHUAT TPYH ,, XYA0KECTBEHA ISUIOCT HA CIEeKTaKbjia‘
Ha 1. ac. 1-p MuiieHa AHeBa, KakTO U IPEJCTaBeHaTa OT HEsl XyI0XKECTBEHO —
TBOpYECKa AEHHOCT OTroBapsAT HAa MHUHHMAJIHUTE HALMOHAIIHU W3UCKBAHUS 3a
NpUCHKIAHE HA aKaJIEMUYHOTO 3BAHUE OOYEHM.

Ot npexacTaBeHUTE 3a yyacTHE B KOHKypca MaTepuaau 3a OCHOBEH
O00EKT Ha Ta3u peleH3Ms B3UMaM XaOWIUTAMOHHUS TPYI ,,XYA0KECTBEHA
ISJIOCT Ha CHEKTaKkbja”, MyOJMKYBaH OT YHUBEPCUTETCKO H3ATEICTBO
,Heodut Puncku” npe3 2014 r., KakTo ¥ UMaM MPEJBHU/I HAKOJIKO PeaTM3UpPaHH
OT KaHJMJaTKaTa CIEKTaKJIM B Kaue€CTBOTO M HAa PEKHUCHOP U HA MpEnojiaBaTel
M0 aKThOPCKO MaiicTopcTBo B IOro3zamagnus yHuBepcuTeT Kato ,JlBaiiceT
MunyTH ¢ anren”, 2013 r. B O6mmuucku Teatsp Bunun, ,,Coyrunute” mo Xaun
Xrone B [Ipamarnden teatsp, bmaroesrpan, 2015 u ,,The burning gadulka” by
Rayko Baychev, London, 2016.

TekcTbT Ha O-p MwuieHa AHeBa cu TOCTaBs TpyAHATa 3aaada jJa
OTFOBOPH Ha BBIIPOCA B KAKBO CE€ M3pa3siBa XyJ0XKECTBEHAaTa ISJIOCT HA €IHUH

TCATPpAJICH CIICKTAKDBJI M KaK Td CC IIOCTHIA. I/I36paHaTa TEMA € HU3KIKYHUTCIIHO
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oOmupHa, a OpOSAT Ha TEKCTOBETE M HW3CJEIBAHMATA BbpPXY HES — HAaMCTHHA
orpoMeH. ABTOpkata oOaue e wusz0pana eauH crnenuduyeH MOAX0J KbM
KOMEHTUPAHETO i, KOWTO, BBIPEKU Y€ KpHUE J0CTAa PUCKOBE, MPAarMaTHYHO S
KOHKpETH3Hpa U MOCTaBsl B 0003puMu paMku. KaTo npenogasaresn no akTbOpCcKo
MaiCTOPCTBO, KOWTO 0OyuyaBa CTYACHTUTE CH 3a Objeniata npodecus upes
(opMupaHe U pa3BUBaHE HA YMEHHU 3a (y4acTHE B) Ch3JaBAHETO Ha CIEKTAKIU
U Ype3 caMOTO IpaBeHE Ha KypCOBU U JIUILJIOMHU MPEJCTaBICHUS, TS MOATOTBS
€IMH TEOPETUKO-TIPUIIOKEH TPYH, JOpU OuX Kazana yueOeH HapbuHUK. ToBa € u
OCHOBHOMO NPUHOCHO KA4eCcmeo Ha Pa3TICKIAHUS TEKCT — TPbIrBaKU OT
OpakTH4YeckaTta cu paboTa Ha TMpenojaaBaTell W Ha JIEWCTBAIll PEKUCHOP
KaHIuJaTKaTa ce CTPeMH TEOPETUYHO Ja OCMHUCIH, JOM3SICHH U pa3BHe
HATPYNaHOTO B Meaaroruyeckusi cu onut. [lono6HO HaMepeHue U peann3upaHo
yCcuJiie € 0COOeHO IIEHHO U ¢ 00paTHUS cU e(PeKT — TO uMa U LieTa Ja ce BbpHe
KbM CTyACHTUTEe Ha MwuiieHa AHeBa, KaKTO U BbOOIIE KbM OOydaBalllUTE CE B
Ta3u 00JIaCT U Ja MOAMOMOTHE 00pa30BaHUETO UM.

XaOuIUTAIIMOHHUAT TPYJ € B 00eM OT 84 CTpaHUIIM, CTPYKTYpHUpaH B
TPU TJIaBH, KpaTKH YBOJ U 3aKioueHue u Oubnmorpadmus, BKIOYBama 58
M3TOYHHKA HAa OBJITApCKHU, PYCKU M €HO 3arjaBue Ha MCMAHCKH e3UK. Toil He e
MoOHOTpadusi, JOKOJKOTO € IOJ] M3UCKBaHUTe MHUHUMYM 100 cTpaHuWIM, HO
CHOTBETCTBA Ha M3MCKBAHUSATA 32 XaOWJIMTAIIMOHEH TPYJ, Thil KaTO BKJIIOYBA U
peauiia Xya0KeCTBEHO-TBOPUYECKU U35IBU HA KaH/IUIaTKATA.

TezaTta, KOSITO aBTOpKaTa ce CTPEMU Jia JJOKa)xe B paboTara cu €, 4e
»XYIOKECTBEHATA IISUIOCT HAa CIIEKTaKbhjla CE€ WU3SABABA B XapMOHHMYHATA
3aBUCUMOCT Ha BCHYKU KOMITOHEHTH (BKJIFOUMTEIHO U Ipo(decroHamHaTa €THKa,
3a KOSITO Hai-yecTo 3a0paBsiMe)”. 3a 1eiTa TS ce ONMUTBA J1a OTKPOM TP acIleKTa
Ha MTOCTaBEHUS MPOOJIEM — U3XO0JIHATA TOYKA, OT KOSITO TPHIBa M3TPAXKIAHETO HA
tazu 1ptoct (I rmaBa ,,OTmpaBHa TOYKa B XYyNOXKECTBEHATa ISUIOCT HA
CIEKTaKblla — BHOOPaXEHUETO); KOM Ca WHCTPYMEHTUTE M CTPATETUUTE 32

HEUHOTO MIpCCJICABAHC U IIOCTUT'AHC B IIPpOLCCa HA IIPCABAPUTCIIHATA IIOAT'OTOBKA
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n penerunuute Ha mnpencrasiaeHueto (II rmasa ,,XygokecTBeHa ISIOCT B
nepuojia Ha WU3rpakjaHe Ha CHEKTaKbjia”) M KOra M Kak Bede roToBaTa
MOCTAaHOBKa Hamupa cBosita xyaoxectBeHa usnocT (III rmasa ,,XynoxectBeHa
ISUTOCT HA U3TPAJICHUS CIIEKTAKBI ).

Haii-ronsima u 06e3yci0BHO IIEHTpajHa 3a TEKCTa € BTOpaTa IJiaBa,
KOSTO C€ CTPEMM Ja IPOCIEIM IIpoleca Ha M3rpakJaHe Ha LEIocTTa Ha
NIOCTaHOBKaTa OT TBOPYECKUS E€KHUII, KOWTO i ch3haBa. B Hes obaue aBTOpKaTa
HE ycrsiBa Jja u30erHe euH OT OCHOBHUTE PUCKOBE, 33 KOMTO CTaHa JyMma Io-
rope, pucka mo-cKopo Jia ce OnuTBa J1a 00sSCHU TBOPYECKUS MPOLIEC HA aKThOpa
U PEKUCHOPA U €TANUTE, [IPE3 KOUTO TOM IIPEMHUHABA, @ HE TOJIKOBA J1a U3CJIE/IBA
KaK OTHEIHUTE KOMIIOHEHTH Ha CHEKTaKbjJa CE€ HU3rpakaaT Taka, 4e Ja
(GYHKIIMOHUPAT B HEpA3pUMBHA 3aBHUCUMOCT €IWH OT Ipyr. Berpeku Tasu, na s
HapeKa, M3MECTEHOCT MO OTHOUIEHHWE HA HW3CJIe/BaHMs MpoOJeM, riaBaTa €
MHTEPECHA U LIEHHA C ONMUTA J1a CE 0YEPTAE BT, IO KOUTO aKThbOPHT TPBIBA OT
CBOETO BhOOpaKEHHUE U CIIOCOOHOCTTA MY Jia mpepaboTBa JEeHCTBUTEIHOCTTA U
HaTpyNaHUsi ONWUT B XYJOXKECTBEHM OOpa3s W CHUTyalldd, U CTUTa JO
3aBbPUICHUS CIIEKTAKBJI, TOTOB Jla ce cpelHe ¢ myonukara. Kato apyr npunocen
Momenm B paborata TyK HETPEMEHHO OMX OTKpOWJA pa3ChXKICHUATA Ha
Munena AHeBa 3a MOATOTOBKAaTa Ha MPEICTABICHHETO KAaTO OTKIIOYBAHE H
pa3BHUTHE HA MPOIIEC U BHOOIIE 3a CIIEKTaKbJIa KaTo MPOIleC, KOUTO He TpsiOBa na
ce ¢uKcHpa TPEKAJICHO TBBPIO, /1 CE€ THPCH HA BCsSKa II€HA PE3YyITaTHOCT.
JloOpn u Ha MACTO JaJieHH ca W TpUMEpUTe OT coOCTBeHaTta pabora Ha
KaHAuAaTKaTa (IbPKEHETO Ha siila, M3BMKaHATa TaiiHa B siMa HA MOJIETO U T.H.).
3HaYUTENHO MO-NPoOJeMHU o0aye ca MO30BaBAHMATA HAa OTAEITHH TeaTpalHU
ABTOPUTETH M BIMCBAHETO HA M3BECTHHU TEATpPajJHU CIOPOBE, OCTAHAIM BEde
70cTa Ha3aja BbB BpeMeTo, karo CraHcnaBcku-Meliepxona uinn CTaHHCIaBCKU-
bpext B pascexIeHHMATa W J0OKa3aTelcTBaTa II0 pas3TieKIAaHHS BBIIPOC.

HezaBucumo OT Te3u M HAKOWM APYTH cIabOCTH, Ta3W BTOPA TJIaBa OCTaBa IICHHA
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32 ISUIOTO H3JIOKEHHE C MPEACTAaBIHETO W OCMHCISIHETO Ha HaTpyNaHus
MeJarorMYeCKu OMUT U U3BOJIUTE U BHIIPOCUTE OT HETO.

Haii-no6pa u ynmauHo mnpuilesneHa BBB (OKyca Ha U3CIIEIBaHUS
npoOieM € IMocleNHaTa TpeTa IjaBa, KOATO C€ CTPEMH Ja HU3ACHU KaKBO
MIpe/ICTaBIIABA XYy/I0KECTBEHATA I[SUIOCT HA TEATPAIHOTO ChOUTHE, T.€ HA Bede
3aBBPIICHUS] CIIEKTaKbJI MpU HEropaTa cpema ¢ myOnukara. B Ta3u kpaTka
3aKIIOUMTeNHAa YacT MusjeHa AHeBa TOYHO OTKpOSiBa OCHOBAaTa Ha ThPCEHOTO
€AMHCTBO — ,,UIpaTa MEXIy CLIEHa M 3ajla”’, KaKTO U CBOEOOpa3HHs CTAaTyT Ha
3puTenst B Tearbpa, KOWTO  JIOKato riega TpsOBa ga  Obae
yBJICUYCH/TIPEU3BUKAH/XUITHOTU3UPAH caM ,,Jla urpae”’, T.e Ja JIOCTposiBa upes
CBOETO BHOOpaXEHUE CTABAIIOTO HA ClieHaTa. MHOTO MHTEPECHU TYK U ChIIO C
NPUHOCHO 3HAYeHue ca U BBIIPOCUTE, KOUTO aBTOpKaTa MOCTaBs 3a BIUSHUETO Ha
3aIbJIHEHOCTTA Ha 3pUTENTHATA 3aJIa BbPXY KaueCTBOTO Ha MPEJICTABICHUETO, 32
caMOOIIeHKaTa Ha W3MBJIHUTEIIUTE U HEWHOTO BBH3JICHCTBUE BHPXY IJICAAIIUTE TH
U IPYTY BaKHU BBIIPOCH OT TICUXOJIOTHYECKO U COLIMOKYITYPHO €CTECITRO.

OcBeH u30poeHHTE JOTYK JOCTOMHCTBA Ha  MPEJIOKECHHUS
XaOUTUTAIMOHEH TPYIl KaTO Opyeu He208u npuHocu HEMPEMEHHO OMX OTKpouia
00Ka36anemo ¢ HOB8U cpedcmeéd u 00800u Ha BaXHU 3a TEaTPO3HAHUETO H
TeaTpajiHaTa TMpaKTUKa TOJIOKEHUS KAaTO TOCTUTAaHETO Ha HMCTUHCKATa
XYJO’)KECTBEHA 3aBBPIICHOCT U IPUJIOCT Ha TeaTpaJiHUA CIEKTaKb]l B
pazHooOpa3HHUTE BapHAHTU HA 63aumooeticmsue ¢ He2ogume spumenu (B TpeTa
rJlaBa) M HMHTEPECHUTE W NOJEe3HU U3800U 3a Npakmuyeckama paboma u
obyuenue Ha akmvopa (BHB BTOpA TJIaBa).

OCHOBHUTE MU KPUTHUYECKHU OEIIEKKH, OCBEH BeUe CIIOMEHATUTE, KbM
MPEICTaBeHHs XaOWINTAIIMOHEH TPYJ ca JBE: TBbPJE OC3KPUTUIHO U M3BAJCHO
OT KOHTEKCTa I[1030BaBaHE€ Ha W3Ka3BaHMUS OT pa3JIMYHU aBTOPUTETH B
TeaTpaliHaTa pexkucypa u teopus (ocobeno BBB Il rmaBa) u HempaBuieH HAYMH

Ha OUTHUPAHC Ha M3II0JI3BaHATa JIMTCpAaTypad, AOIMBJIHCHO OT JIMIICA Ha OeJIe)KKHU
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nox yuHud. Ilpu egHo cineasanio MyOIMKyBaHE B pa3lIMPEH W JOMBJIHEH BUJ,
TPYABT OU CIEUETTUI MHOTO aKO aBTOpKaTa My C€ ChboOpa3u ¢ Te3U OCIEeKKHU.
[lo3naBam 1. ac. A-p Musnena AxveBa oT padoTa i CbC CTYJIEHTUTE B

Orozananuus yHUBEpCUTET, C KOSITO C€ 3al03HaX MO-MOJAPOOHO KAaToO WIEH Ha
akpenuranroHHata komucuss kbM HAOA npenu HAKOJIKO TOAWHHM, OT HSAKOH
HEWHU CHIEKTaKIM, KAaKTO U OT y4acTUETO W B HAYYHU KOH(epeHUHH U GopymH.
Heiinata otmageHocT Ha mejnarormyeckara paboTa, YMEHHMETO W Ja yBiIMYa
aKTbOPUTE B MPEJCTABICHUSATA CH U CTYIAEHTUTE, KOUTO 0OydaBa, KakTo U
CIIOCOOHOCTTa ¥ Ja MPOBOKHMpA JUCKYCUHU, ChU€TaHa C JMYHO CTAHOBUIIE IO
NOBJIMTHATUTE BBIPOCH M C TOJEPAHTHOCT KbM YYXKIUTE MHEHUS s TPaBSIT
yBa)kaBaH KoJjiera U Jo0bp Meaaror U mpemno/iaBares.

3AKJIFOYEHHUE: Ot npencraBeHUTe MaTepHaId MO KOHKYypca, KaKTO U
OT JTUYHUTE MU BIICYATIICHUA OT KaHIUJaTKaTa, ChbM yOe/eHa, 4e T OTroBaps Ha
M3MCKBaHUATA 32 3a€MaHE HA aKaJieMUYHATa JITHKHOCT doyerm B FOro3zamannus
yHusepcuter ,Heopur Puncku”, ®axkynrer mno u3KycTBaTa, KaTexapa
,» ] ©JIEBU3NOHHO, TEATPaJHO U KMHOM3KYCTBO“. KaTo WiieH Ha HAay4HOTO KypH
111€ IJIacyBaM IOJIOKUTEITHO 3a HEWHUS n300p.

I'macyBam JIA.

Codus, 15.10.2019 r. Penenzent: npod. n.u3k.H. Kamenus Hukomosa
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Southwestern University "Neofit Rilski"

REVIEWS

Page 1

by Prof. Ph.D. Camelia Nikolova

KRASTIO Sarafov NATFA; Institute for the Study of the Arts, BAS

of the submitted scientific papers for participation in the competition for the
academic position

in the professional field 8.4. Theater and Film Arts (Theater Studies and
Theater Arts) - Acting,

announced by SWU in SG 52/02/07
with a single candidate

Chief Assist. Dr. MILENA NIKOLAEVA ANEVA-STYLOVA

The habilitation work "The artistic integrity of the spectacle™ of Ch. Assistant
Professor Milena Aneva, as well as her artistic and creative activity, meet the
minimum national requirements for the award of the academic title of Associate
Professor.

From the submitted materials for the main subject of this review | take the
habilitation work "Artistic Integrity of the Spectacle”, published by the
University Publishing House "Neofit Rilski" in 2014, and | am referring to
several performances performed by the applicant as its director and a Lecturer
in Acting at Southwestern University, such as Twenty Minutes with an Angel,
2013 at the Vidin Municipal Theater, Jean-Jean's Handmaids at the Drama



Theater, Blagoevgrad, 2015, and The Burning Gadulka by Rayko Baychev,
London, 2016.

Dr. Milena Aneva's text sets itself the difficult task of answering the question of
what constitutes the artistic integrity of a theatrical performance and how it is
aclmidved. The chosen topic is extremely extensive, and the number of texts and
studé®s on it is really huge. However, the author has chosen a specific approach
to commenting on it, which, although it has many risks, pragmatically specifies
it and places it within the foreseeable framework. As an acting teacher who
educates her students in the future profession by forming and developing skills
for (participating in) the production of performances and by doing coursework
and diploma presentations, she prepares a theoretical and applied work, even a
teaching manual. . This is also the main contributory quality of the text under
consideration - starting from her practical work as a teacher and acting director,
the candidate seeks to theoretically reflect, clarify and develop the experience
gained in her pedagogical experience. Such an intention and effort is especially
valuable and has the opposite effect - it also has the purpose to return to the
students of Milena Aneva, as well as to the students in this field in general and
to support their education.

The habilitation work is a 84-page volume, structured in three chapters, a brief
introduction and conclusion, and a bibliography including 58 sources in
Bulgarian, Russian and one title in Spanish. It is not a monograph insofar as it is
below the required minimum of 100 pages, but it meets the requirements for
rehabilitation work as it also includes a number of artistic and creative
appearances of the candidate.

The thesis that the author seeks to prove in her work is that "The artistic
integrity of the performance is manifested in the harmonious dependence of all
components (including the professional ethics, which we most often forget)."”

To this end, it seeks to highlight three aspects of the problem posed - the starting
point from which the construction of this totality begins (Chapter I, “The

starting point in the artistic totality of the spectacle - the imagination™); what are
the instruments and strategies for pursuing and achieving it in the process of
preliminary preparation and rehearsals of the performance (Chapter Il "Artistic
integrity during the performance of the performance") and when and how the



already staged production finds its artistic integrity (Chapter 111 "Artistic
integrity” of the performed spectacle *).

The biggest and unconditionally central to the text is the second chapter, which
seeks to trace the process of building the integrity of the production by the
creadive team that creates it. In it, however, the author fails to avoid one of the
majgf risks discussed above, the risk of trying to explain the creative process of
the actor and director and the stages he goes through rather than exploring how
the individual components of the spectacle are constructed in such a way that
they function indissolubly in relation to each other. Despite calling it a shift in
terms of the issue under study, the head is interesting and valuable in trying to
outline the way in which the actor goes out of his imagination and his ability to
process reality and experience in artistic images and situations, and as long as to
the finished performance, ready to meet the audience. As another contributing
moment in the work here, | would definitely highlight Milena Aneva's reasoning
for the preparation of the show as the unlocking and development of a process
and in general for the spectacle as a process that should not be fixed too firmly,
to seek at all costs results. Good examples are given of the candidate's own
work (frying eggs, summoning secrets in a pit in the field, etc.). Much more
problematic, however, are the references to individual theatrical authorities and
the entry of well-known theatrical disputes, which have long been back in time,
such as Stanislavski-Meyerhold or Stanislavski-Brecht in the reflections and
evidence on the subject. Notwithstanding these and some other weaknesses, this
second chapter remains valuable for the whole exposition, by presenting and
comprehending the pedagogical experience gained and its conclusions and
guestions.

The final and third chapter, which seeks to clarify what constitutes the artistic
integrity of the theatrical event, that is, the performance already completed at its
meeting with the audience, is the best and well-targeted focus of the problem
under study. In this short concluding part, Milena Aneva precisely highlights
the basis of the sought unity - the "play between stage and hall", as well as the
peculiar status of the spectator in the theater who, while watching, must be
enthralled / challenged / hypnotized by himself "to play". is to build on his
Imagination what is happening on stage. The questions raised by the author
about the effect of the occupancy of the auditorium on the quality of the



performance, the self-assessment of the performers and its impact on the viewers
and other important issues of the psychological and socio-cultural nature are
also very interesting here.

In addition to the above mentioned merits of the proposed habilitation work, as
itsdther contributions, 1 would certainly emphasize proving with new means and
arguments important situations such as the achievement of true artistic
completeness and the integrity of the theatrical performance in its various
variants of interaction with its theatrical performances. third chapter) and
interesting and useful lessons for the actor's practical work and training (in the
second chapter).

My main criticisms, in addition to those already mentioned, to the presented
rehabilitation work are two: too uncritical and out of context references to
statements by different authorities in theatrical direction and theory (especially
in Chapter 1), and incorrect citation of the used literature, supplemented by
lack of footnotes. In a subsequent extended and supplemental publication, the
work would benefit greatly if its author complied with these notes.

I know ch. Assistant Professor Milena Aneva from her work with students at
Southwestern University, whom | met in more detail as a member of the NEAA
Accreditation Committee several years ago, from some of her performances, as
well as from her participation in scientific conferences and forums. Her
dedication to teaching, her ability to engage actors in her performances and the
students she teaches, as well as her ability to provoke discussions, combined
with a personal opinion on issues raised, and tolerant of others' opinions, make
her a respected colleague and good teacher and teacher .

CONCLUSION: From the materials presented in the competition, as well as
from my personal impressions of the candidate, | am convinced that she fulfills
the requirements for the post of Academic Assistant Professor at Southwestern
University "Neofit Rilski", Faculty of Arts, Department of Television and
Theater ". As a member of the jury, I will vote positively for her choice.

| vote YES.



Sofia, October 15, 2019 Reviewer: Prof. Ph.D. Camelia Nikolova
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