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YBOJ

baneTHOTO W3KYCTBO M XYIO0KECTBEHaTa TMMHACTHKAa HWMar
CXOJIHM ITBTHILA B PA3BUTUETO CH, Makap 4YEeCTO J1a C€ aKLIEHTUPa BbPXY
TEXHUTE pa3aIndusl.

TaHIbT MPUCHCTBA B YOBEIIKUS OUT, KATO BPb3Ka ¢ OOXKecTBara B
JPEBHUTE MUCTEPHUH, HO M KaTO Bb3MOXKHOCT 32a 3a0aBiienue. ExBa koraro
obade TaHIIBT Cce OT/AES OT PHUTyasla, TOM MOXE Jla yd4acTBa B CBETCKHU
crouTHsa. Penecancht B Urtamus (kbM XIII Bek) Bb3pakia MHTEPECHUTE
KbM aHTUYHATa MUTOJIOTHSI M PECIIEKTUBHO - KbM TaHIIa, HO 0€3 /1a ce ienu
pectaBpanus Ha TaHUM OT AHTHYHOCTTA. BbB ®DpaHuus ymeHuero na
TAHIYBAaT CTaBa 33IbJDKUTEIIHO 32 KPAJICKUTE CEMENCTBA U MPUIBOPHHUTE,
KaTo 3a Ta3W LEJ C€ AHraXupaT MUTAJIUMAHCKHA YYWUTENIM IO TaHL -
TaHuMaiicTopu. Taka OT HNPUIBOPHUTE TAHUU Bb3HUKBA KIACHUECKUSAT
TaHIl, CYUTAH 32 ,,CEPUO3EH, ThPKECTBEH ‘, KaTo B MocTaBeHOTO B [Tapmxk
npeacrasienue ,,[upues" nmu ,,Komuyen Oaner Ha kpanunara (1581 r.,
xopeorpadus banra3zap ne bo:xkoiio - baarazapunm) 3a TbpBU BT B
3ariaBHETO ce CIIOMEeHaBa Aymata OaneT. FiMeHHO Ta3u rojuHa ce cMmsTa

3a pOXKACHA naTa Ha 0aJIeTHOTO N3KYCTBO.

XynoxxecTBeHaTa TMMHACTUKA Bb3HUKBA HAKOJIKO BEKA MO-KBCHO
— IIpH TOBA, KaTo *eHcku crnopt. [Ipe3 XIX Bek ce BbBekaT CBOOOIHU
yIpakHEeHHsI B CUCTeMaTa Ha O0y4YeHHUe M Taka ce cjlara HauyajaoTo Ha 1o-
VHTEH3UBHO HATOBApBaHE 3a CMETKA Ha MO-Mayka cioxHocT. [Ipe3 1900
T. B IIBEJICKaTa IIKOJIA IO XY/I0KECTBEHAa TMMHACTHKA Ca BKIFOYEHN HOBU
TaHIOBU €J1eMeHTH, a bpHer Maia ot EcToHus onpenens cTeneHuTe Ha
CIIO)KHOCT Ha BCSKO OT JBWKeHusATa. ['epmanenst Mepay mnocrass
OCHOBHUTE Ha OepJIMHCKAaTa IIKOJa ,,MOJIepHa TMMHACTHKA™ U TYK 3a MPbHB

BT C€ BKIIIOYBAT CHEIHAIHUTE TUMHacTuuecku ypenu (1929) r. Ilpes



1961 r. xyno>xecTBeHaTa TMMHACTHKA € MIPU3HATA KaTO, TUCIUILJIMHA 10T

HUMETO IMO3HATO U 10 AHEC.

[TapanenHo ce pa3BuBa 0aJIeTHOTO M3KYCTBO U XYIOXECTBEHATa
rMMHacTHka U B bbarapus. I1o-KOHKpeTHO pa3BUTHETO Ha OaJETHOTO
U3KYCTBO B bbiirapus 3amodsa MIMEHHO € YYUTENIH 110 TMMHACTHKA, KaToO
IHemo Pagoes, Anexkcanabp Jumurpos u Pycka KoseBa. Te npassat
II'bpBaTa B3aUMOBPbB3Ka MEXKAY OajeTa U BIMSHUETO My B THMHACTHKATA.
Opranu3upar KypcoBe U IIKOJIU [0 TaHILM, yOJIMKYyBaT BbB BECTHULIU U
CIIMCAHUsl CBOMTE 3HAHUA M pealM3upaT CbC CBOM BB3IUTAHUIN TAHIU B
orepuu criekrakiu. JKemanuero Ha Ilemo PamoeB 3a Obnemo 6aneTHO
yUWINIIEe HE € yIOBJIETBOPEHO U TOW ydpessBa yacTHa OajneTHa LIKOJa,
KBIETO JelaTa TpU IBTU CEIMMYHO H3ydaBaT OayieT. YpouuTe ca
KOMILIEKC OT 3HaHMsATa, Kouto e npuaooun B IIpara, Kpakos, [lapux u
[TetepOypr. ChabpKaHUETO UM € XapaKTEPHO U BKIIIOYBA THMHACTHYECKU

YIOpaXXHEHUS], pa3TAraHusi, CBOO0HA MJIACTHKA U KJIACUYECKH TaHII.

Beirapckusar mpodecnonaneH Oaner € CBbp3aH C HMETO Ha
Anacrac IlerpoB u npemuepara Ha 6anera ,,Konenus" na 22.02.1928 r.,
KONTO € MBpBHUAT caMocTosTeleH OanereH cnekTakbyl Ha Coduiicka
cueHa. Karo conuct u xopeorpad B Coduiicka onepa npe3 1927 r. Toit
CBIIIO HAMOMHS 3a HEOOXOJAMMOCTTa OT MpOodecHOHATHO OaJeTHO
oOpazoBanne. Cien KaTo W Ha HEro My € OTKa3aHO TOW Ch3/laBa CBOS
yacTHa OajeTHa MIKOJa, HO Ha 3HAYUTENIHO MO-BHCOKO MPO(EeCHOHATHO
HUBO, KaTO 3aHATHUATA 10 KJIACKUECKH TAHII ca C €XXEHEBEH eK3epclUc, 110
cBOOO/HA MJIACTHKA, BEAHBXK MU JIBA IbTH ceAMUYHO. [IpaBsT ce onutu
3a W3ydaBaHe Ha MOJAPHKKH, KOUTO ca XapaKTepHHU 3a Oanera. Herosu

yuyeHuu ca Acen ManoJsioB, Huna Kupaxxuesa, Jlniu bepon u npyru.



C uaBaHeTo Ha pyCcKd mefaro3u u xopeorpadu B bwarapus ce
ch3naBa JlbppxkaBHo OanmetHo ywwmme (1951r.), karo ce yTBBpKIaBa
pyckara CcUCTEMa Ha MpEeNoJaBaHe, IMOCTPOEHUETO Ha KIIACUYECKHU
ex3epcuc M N3UCKBAHUATA, YTBHPICHU B Pycust oT Arpununa Baranosa.
BebiHocT chabpkaHUETO Ha pycKaTa CUCTEMa Ha IIPENoaBaHe € CUHTE3
MEeXIy WTalhaHcKkata M (peHcKaTa CUCTeMa. 3ala3eHd ca OCHOBHUTE
M3UCKBaHUS 1 HAMMEHOBAHUS HA JIBMKEHUSTA, BbBEICHH olle rpe3 1661r.

B [Tapnx.

[Ipe3 BropoTO necetwiierne Ha XX BEK PYCKUAT OalleTUCT U
nenaror, bopuc Knsizes, padotun B buirapus npes 1920-19221, cp3nasa
CBOSI THMHACTHKA, B KOSITO YaCT OT ABMKCHUSTA OT KIIACHUECKHS eK3ePCUC
ce W3NBJIHABAT JIETHAJM Ha Moja. ToBa MO3BOJSABA IIO-JIECHOTO UM
yCBOsIBaHE, 0€3 TaHILOPBT Ja ce OOpH ChC 3eMHara rpaBuTanus. Hsaxon
OT TE3W JIBWKCHHUS BIIOCIIEJCTBHE C€ BB3NPHUEMAT M B XYH0KECTBEHATa

TMMHAaCTHKa.

B bwarapus oTaensHETO Ha XyJI0KECTBEHATa TMMHACTHKA OT
CIOpTHAaTa TMMHAcCTHKa ce AbDkM Ha HMBanka YaxkbpoBa, Mapus
AnTOHOBa, Mapusa Xamxmuiicka, JIlmasana IlBerkoBa u ILlBerana
ATtanacoBa. Ha Hanimonanuus craguos ,,Bacun Jlecku",(16.03.1964 r.)
ce TmpoBexkaa yupensBanero Ha Dexpepanus 1O XyI0KECTBEHA

TUMHACTHKa, a JInasina [{BeTkoBa e mppBaTa CrieiMaiucTKa B TO3H CIIOPT

Axo npe3 ImbpBaTa IIOJIOBMHA Ha XX Bek YUUTCIIUTE 110
TMMHaCTHKa IIOCABAT HHTEPECa KbM 0aJIeTHOTO HU3KYCTBO MW IpaBAT

IIbPBUTC CUCTEMHU OIIMTU 34 o6yquI/Ie Io 6aneT, IOBJIUAHU OT

! Bnocnencreue bopuc Kus3eB 3amuHaBa 3a 3ananHa EBpona u taka
HEroBara TMMHACTHKa [I0Jy4yaBa U3BECTHOCT 110 I1sU1 CBAT. T ce mos3Ba
M JTHEC.


https://www.youtube.com/watch?v=1aezouslb60
https://www.youtube.com/watch?v=1aezouslb60
https://www.youtube.com/watch?v=1aezouslb60
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Hay4YeHOTO B 3amanHa EBpomna, HO M OT TMMHACTHYECKUTE YIIPaKHEHUS,
TO Tmpe3 BTopara mojoBMHA Ha XX BeK craBa OOpaTHOTO - B
XY/IO’)KECTBEHAaTa TUMHACTHKA HABJIM3AT MPEIOJABATENN MO KIACUYCCKU
6aner karo Bans BepOea, bucep JlesHOB 1 1p., KOUTO MOBIUSBAT BEPXY
pPa3BUTHETO Ha XYJO0KECTBEHaTa TMMHACTHKAa — KaKTO TOCPEICTBOM
YCBOSIBaHU JIBUKCHHUS OT KIACHYECKHS €K3EpPCHC, TaKa U 10 OTHOIICHHE
Ha [0-pa3HO00pa3Hu, U 110 CLICHUYHU Xopeorpaduu.

TpsbBa ga ce mogueprae, ye ChIIECTBYBAT U MIPUHLIUITHU OTIHYHSI.
Hanpumep: mnon 6aremno uskycmeéo ce WMa TPEIABUI CICHUIHOTO
MPOU3BEIICHUE, KOETO BKJIFOYBA CHHTE3 OT KIIACHYECKH, XapaKTepeH,
MOJICpPEH TaHII, My3HKa, ClIeHOTpadus U aKTHOPCKA 3a/1a4a 3a JAaJieH 00pa3
W3IIBJIIHEH OT OaIeTHUS ApTHUCT. HpI/I XyOO0KXECTBCHATa TI'MMHACTHKaA
aKIEHTBHT € BbPXY CHOPTHOTO NMOKPUBAHE HAa OIPEICIICHU HOPMATHBH,
W3IOJI3BAKK JIBUXKCHUS HA TSUIOTO, CXOMHHM C KIACHYCCKHUS TaHI[ |
HU3OBJIHUTCIIAT MPCACTaBA JIMYHHUTC CHU KadYeCTBA, a HC OIPCACIICHA
akThopcka 3amada. OCBEH TOBa B XY/J0)KECTBCHAaTa TMMHACTHKA HMa
3aJIBJDKUTEITHA YaCT, KOATO CE CUMTA 3a TAHI[OBA, HO aKIIEHTHTE Ca BbPXY
OT/ICJIHUTE EJIIEMEHTH, a He BbPXY IISTIOCTHOTO ChyeTaHue. ToBa mpoMeHs
M CaMOTO TOHATHE XOpeorpadusi B XyJ0KeCTBEHATa TMMHAcCTHKa. ToBa
BOAW 10 pa3jiknivd BBB BBINPUATHUATA HA JACHATA MU HAa 3PUTCINTC. Ot
3HaYEHHE TYK € Jajli ca Ha ChCTE3aHHUE MO XYJO0XKECTBEHAa T'MMHACTHKA
WK Ha OaJIETeH CIICKTaKbJI.

Pasnuuusra ce 3aap10049aBat, KOraTo ce mocrassi xopeorpadus 3a
Jiera, ChoOpa3siBaliku ce ¢ PU3MUECKUTE IaJICHOCTH Ha JIerara, ¢ TSIXHaTa
BB3PACT ¥ C Bb3MOXXHOCTUTE MM JIa TIPECh3/1aBaT ONpPEACTICH KPbI' TEMH,
B3aMMOOTHOIICHUS U MHTEpIpeTanus Ha o0pa3. Hepsimko cme cBuaerenu
Kak MaJIKh Jfla TaHIOyBaT JIF000BHU Ay€TU, B KOHUTO TC IIPOCTO

HU3IBJIHABAT ABUXKCHUATA, HO HAMAT OIIMTA N CHEPrusTa 3a NnpeCh31aBaHe
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Ha HCIIO3HATHUTEC 34 TAX YYBCTBA. 3aroBa noz[6opa Ha TEMaTHKaTa € BaKHa

ChbCTaBHa 4acCT 34 IIOCTAaBsAHCTO Ha CIICKTAKJIMU 3a Jc1a.

IIpoyyeHocT HA MPOoOJaeMa

Ha HCTOpHUATA HA 0aJIeTHOTO H3KYCTBO Ca IIOCBCTCHU HEMAJIIKO
I/I3CJ'IeI[BaHI/IH.2. Kakto u MHOFO6pOI>'IHHTe HU3CjIcaBaHs Ha PpYCKUA

6anerosen Bepa Kpacosckas®

CrnennanHo BHUMaHME CE OTIENS HA B3aMMOACHCTBUATA MEXKIY
MYy3HMKa 1 Xxopeorpadusi (0CHOBHO B u3cienBanuara Ha bopuc Acajdues,

®deonop Jlonyxos u [lenuo CrostHoB). Ho M Tyk ce 3a0eisa3BaT pa3iuku —

2 Baxpywun, FOpuii. Uctopus pycckoro 6anera. Mocksa: Jlaus, 2009, 352 c.

bwvpoys, Nxonaran. Happunuk Ha xopeorpada. Codus:.Uznarenctso,,Mereop®, 2017,
230 c.

Xacken, Apabng. banerst. Codust: Mysuka, 1982, 130 c.(mpeBox ot ucnancku CeBHILs
Tusic-6eiinm).

@okun, Muxaun. [Ipotus teuenus. Jlenunrpan: Uckycrso, 1981, 510 c.

8 Kpacosckas, Bepa. Pycckuii 6aneTHblii TeaTp BTopoii nososunbii XIX Beka.
Jlenunrpaa-Mocksa, MckycctBo, 1963, 552 c.

Kpacosckas, Bepa.Ctatbu o 6anere. Jlenunrpan, MckycctBo, 1967, 342 c.
Kpacosckas, Bepa. Pycckuit 6anetHsiit TeaTp Hadano XX Beka. Xopeorpadsl.
Jlenunrpaa-Mocksa, MckyccetBo, 1971, 528 c.

Kpacoeckas, Bepa. Pycckuii 6aneTHslii TeaTp Hadasmo XX Beka. TaHIOBIIUKH.
Jlenunrpan, UckycctBo, 1972, 456 c.

Kpacosckas, Bepa. Huxunckuit. Jlenunrpan, Uckyccrso, 1974, 208 c.

Kpacoeckaa, Bepa. Vctopus pycckoro 6anera. Jlenunrpan, Mckyccrso, 1978, 231 c.
Kpacosckaa, Bepa. Onoxa Hosepa. Jlenunrpan, UckyccTso, 1981, 286 c.
Kpacoeckas, Bepa. 3anagnoespeneiickuii 6anerHslii Tearp. Jlennurpan, MckyccTso,
1983, 431 c.

Kpacoeckasa, Bepa. 3anagnoeBporneickuii OaleTHBIN TeaTp OT UCTOKOB JI0 CeperHBI 18
Beka. Jleaunrpan, MckyccrBo, 1989, 296 c.

Kpacosckas, Bepa. Arpunnaa Baranosa. TBopuecckuii myTs. Jlenunrpan, VickyccTso,
1989, 244 c.
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Bopuc Acaduer* u ITeruo CtosHOB®

aHAJIM3UPAT MY3UKAITHUTE (POPMU U
KaK T€ Ce€ CbOTHACAT CIPSIMO XOPeOorpahcKoTo U3KyCTBO.

JloxaTo B m3cnenpanusata Ha JKam JKopsx Hosep®, deomop
Jlomyxos’ u B mo-kbeuuTe Ha Poctucnas 3axapos® u I'eopru A6pantes®
ChOTHOIIEHUATA My3UKa — Xopeorpadus ce aHaIu3upaT OT IJie/lHa TOUKa

Ha Xxopeorpada M JOKOJKO XxopeorpadusTa CHOTBETCTBA /HIIM He

CHOTBETCTBA/ HA MY3HKAJIHUTE (DOPMHU.

AHaJ'II/IBI/IpaT CC U BPB3KUTEC MCIKAY XOpeOI‘pa(bCKOTO HU3KYCTBO U

MY3HUKaTa B MO-rOJICMUTC TAHIIOBH q)OpMI/I.lo

* Acagpues, Bopuc. My3ukanuara popma kato npouec. Codus: Mysuxa, 1985, 380 c.
(mpeBog Jopores [Terposa).

Acagves, bopuc. My3sikansHas popMa kak nporec. MaToHanmsa. Mocksa: Mys3bIka,
1957, 286 c.

Acaguwes, bopuc. Cumdonndeckue stioa61. Jlenunrpaa: Myssika, 1970, 264 c.
Acagrves, bopuc. Mys3sikanbHas ¢opma kak mporec. Jleannrpan: Myssika, 1971, 376 c.
Acagrves, bopuc. O my3sike HaiikoBckoro. Jlenunrpan: Mys3sika, 1972, 376 c.
Acagrves, bopuc. O 6anere. Jleannrpaa: My3ssika, 1974, 296 c.

Acagves, bopuc. O cumdoHnmueckoi 1 kamepHoit My3sike. Jlenunarpan: Myssika, 1981,
216 c.

5> Cmosnos, llenuo. Mysukanen anamms. Codus: Mysuka, 1993, 224 c.
Cmosnos, [lenuo. Ananu3 — my3uka — xopeorpadus. Codus: (6e3 yrmomeHaTo
n3natenctso), 2001, 220 c.

8 Hosep, XKan. ITucsma o Tanne u 6anerax. Jleaunrpana: Academia, 1927, 375 c.

7 Jlonyxoe, ®eonop. Ilyru 6anermaiicropa. bepnun: Ierpononuc, 1925, 179 c.
Jlonyxos, ®eonop. lllectpaecsars et B 6anere. Mocksa, MckycetBo, 1966, 368 c.
Jlonyxos, ®eonop. Xopeorpaduueckne oTkpoBeHHOCTH. MOockBa: MckycctBo, 1972,
216 c.

8 3axapos, Poctucnas. 3anucku Ganetmeiicrepa. Mocksa: Mckycctso, 1976, 351 c.
3axapos, Poctrcnas. CounHEHHE TaHIA: CTPAHHIBI IIEJarornIeckoro onbITa. Mockaa:
HUckyccTBo, 1983, 224 c.

® Abpawes, Teopru. Kommnosunus u popmu Ha tanna. Codus: Bynkan-4, 2001, 217 c.
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[IpaBsaT ce aHanM3uW KaK €IHO MPOU3BEICHHE OT JHUTEpaTypeH
II'BPBOM3TOYHMK (pa3ka3, MpUKa3Ka, MOBECT) ce MpeBpbhIla B CLIEHUYHA
tBOp6a.!! Kak ce mpeTBOpsABAT MMTEpaTypHH MPOU3BENCHUS B ClleHHYHH

dopmu 3a nena o6cwixnaa a-p Craspu Anrenos’?,

[To-mManoOpoiiHu ca U3ciieJBaHUATA, CBbP3aHU C PAa3BUTHETO HA

KIACHYCCKHUA TAHII U KIJACHYCCKHUA eK3epcnc13

Ome no-mManoOpoyHU ca aHAIM3UTE HAa OTHEJHH IBHKEHHSI OT
KJIacuuyeckus exksepcuc. [Ipu ToBa Te ca B 1Be HanpasieHus. lIspBoro
npeacraBd OCHOBHHM H3UCKBAHWA KbM HM3YYaBAHUTC JIBWIKCHHA U
METOJIMKA Ha TSAXHOTO IperojaBaHe. B Tasu mocoka OCHOBOIIOIAraIlo €

HU3CJICABAHCTO Ha AFpI/IHI/IHa BaraHOBa, KOCTO MHOI'OKpATHO €

Kocauesa, Pumma. O my3bike 3apy0OexHOro 6ayera: ombIT HccleaoBaHus. MocKBa:
Mys3bika, 1984, 301 c.

Auesa, Anenus. Xopeorpadcku u »aHpOBU NpeodpassBaHus B OaIeTH OT KIaCUIECKHUs
peneptoap. Codusa: MuctutyT 32 m3kyctBo3Hanue, BAH, 2009. 576 c. (BTopa riasa)

11 Kapn, Toen. O 6anere. Mocksa: Hckycctso, 1967, 226 c.

Kapn, Tloen. baner u apama. Jlenunrpan: Mckyccrso, 1980, 241 c.

Anesa, Anenus. Xopeorpad)Cku ¥ >KaHPOBH IIpeoOpa3siBaHus B OaJIETH OT KIIACHYECKUS
peneptoap. Codust: MuctuTyT 32 m3kycTBo3Hanue, bAH, 2009. 576 c. (rppBa u Tpera
rJIaBa)

12 Auzenoe, CtaBpu. My3HKaJHO-CLIEHUIHO TBOPYECTBO 3a Jelia B bbirapus npe3
BTOpAaTa NoJ0BUHA Ha XX M HayasioTo Ha XXI Bek. JIuTepaTypHu repou U CLICHUYHU
peammzanuu. C.: 2019, 546 ctp.

13 Brok, JTio6os. Knaccuueckuii Tanew. Mctopus u coBpeMeHHOCT. MockBa:
HUckyccTBo, 1987, 556 c.

Jobposonvckas, I'anuna. Tanen, mantoMuma, 6anet. Jleannrpan: Mckycerso, 1975,
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HpeI/I3I[aBaH014. n €Ba B I1IO-KBbCHU HU3CJICABAHUA BEUC CE KOMCHTHpPAT HE
HU3UCKBaHHUATA IIPU YCBOSABAHETO Ha OTACIHOTO JBHXKCHHE, a Kak
CbOTBCTHOTO ABMIKCHUC MMOCTCIICHHO CC YCIIOXKHABA B CIICABAIIN KIIACOBC

ot 6aneTHOTO 00yuenue'®.

Ha Xyao:keCTBEeHATA TMMHACTHKA Ca ITIOCBCTCHU 3HAYUTCIIHO I10-

MaJIKO U3CJICABAaHUsA, HAKOHU OT KOUTO Ca OCHOBOHOJIaI‘aH_[I/Ile:

Ho u3cnensanusTa, B KOUTO CHELUAIHO CE€ TOBOPHU 3a NEJaroruka
1 xopeorpadus 3a Jera B TMMHACTUKATA Ca MO-PEIKU U HEJOCTATHYHO

npoyuenn’’.

14 Bacanosa, Arpunuza. OCHOBBI KJIaCH4eCKOro TaHua. JlenuHrpaa-Mocksa:
W3narensctBo UckyccTBo, 1948, 170 c.

Baeanosa, Arpununa. OcHOBH Kj1accudeckoro TaHua, Jlenunrpaa: M3kycctso, 1980,
189 c.

5 Basapoea, Hapexna. Knaccuueckuii Tanen. Jleaunrpas: JleHMHrpajsckoe oT/eNeHue
HckycctBo, 1975, 182 c.;

bazaposa, Hanexxna. Meii, Bapapa. A30yka kiiaccuaeckoro tanna, JleHuarpan:
HUckyccTBo, 1983, 208 c.

Kocmposuyras, Bepa. 100 ypokoB kinaccudyeckoro tanua. Jlenunrpaa: Jlenunrpazackoe
otnenenue Uskyctso, 1972, 238 c.

bozcoesa, Karmna. Meronnka Ha qBIbKeHUsITa B Kitacudeckus TaHIl. Codust: Tum-Ton
mpec, 2008, 176 c.

llpazynesa, Jlunsna. Metonrka Ha mpenoaaBaHe Ha kiacuueckus Taui, Codus:
Hedexro, 2008, 447 c.

16 Bo6posa, Tanuna. Xy105KeCTBEHHAs THMHACTHKA B 1IKose. MockBa: PU3KyIbTypa U
cropr, 1978,110 c.

T'amesa, Mapusi. Texandecka MoJIrOTOBKA B XyZ0XecTBeHaTa ruMHacTuka Yacr 1
VYupaxuenus ¢ Tsuo, Codpust ,,BYJITET OOA", 2020, 136 c.

Heosnkosa, I'iopra. XynoxxecTBeHa THMHACTHKa 3a Hall-mankute, Copus: MeaunuHa u
¢uskynrypa, 1987, 145 c.

1 Bux Bypaxe, [Ton. Yuuren no tann. Codus: Uznarencrso, Mosaiika OT 3HaMEHHUTH
ChbBpEeMEHHU poMaHu, 1927, 134 c.

JIncunkas, T. Xopeorpadus B rumuactuke. Codus: M3marenctso ,,I'pud YMO CIIO”,
2018, 163 c.;
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I[OKOJ'IKOTO TOBA € HeO6XOI[I/IMO 3a OCJIUMTE Ha AucCEepTaguAaTa, 1ie
CC CIIpa M Ha OCHOBOIIOJaramu Hu3CJICABaHUA 3a A€Ha, CBBpP3aHU C

BB3IIPUEMYHBOCTTA Ha nenara'®.

Jenmata wm pgerckata mpoOJieMaTHKa W3MCKBAT — CIEIUATHO
BHHUMaHHE, 0COOCHO IO CE Kacae J0 TAXHATa Bh3MPHUEMUUBOCT KbM TaHIIA.
ToBa kacae W u3cnenBaHUS Ha OAJETHU TEAAro3d, KOUTO aHATU3UpAT
YMEHHUATA Ha Jielara Jla yCBOSIBAT OINPEACIICHH TEXHUYHU EJIEMEHTH H
BB3MOXXHOCTHUTE Ha JIellaTa J1a yCBOSABAT OT MO-paHHa Bb3pPaCT ONpeAeTIeHI
GanerHn ympaxHenua., OT 3HaYeHWe € M yYMEHHETO Ha jenaTta Ja

BB3MIPHEMAT ¥ OT KaKBa BB3PAcT MOJKE J1a Ce Pa3unTa Ha ToBaZ’,

I[O TO3HM MOMEHT O0Oaye He e H3cjieaABaHa BpPb3KaTa MEKIY

0aJ1eTHOTO H3KYCTBO H XyJOKECTBCHATAa TIHMHAaCTHUKA.
Huro kato BBaHMOHeﬁCTBHH MCIKAY CK3CPCUC U 3arpsiBKa.

Huro Ipyu MOCTAHOBKH 3a Jfla B 0aJIeTHOTO HU3KYCTBO U B

XYOOXKECTBCHATAa TMMHACTHUKaA.

He ca HU3CJI€ABaHN MW BB3MOXKXHOCTHUTEC 3a B331/IMO}1€I710TBH$[T3

MCKIOY 0ajeTHOTO HU3KYCTBO U XYOOXKCCTBCHATAa '’MMHACTHKAa KAaTO apT-

MIPOLYKTH

18 Banosa, Becena. Jlereto ot 3 f0 6 rogunu. Codus: Usnarencrso ,,Bena Crosena®,
2000, 20 c.

Kun, Pene. IIpakTuuecko ppKOBOJACTBO 3a IPUJIaraHe Ha METOIMKA 3a U3CIIEBaHE
colraHaTa mpucrnocoonMocT Ha aetero. [Tapmxk: 1945, 70 c.

Munues, bopuc PpkoBoicTBO 32 u3cieaBane Ha aereto - | wact . Codust: UzmarencTBo
,,Bena Crnosena“, 2000 , 400 c.

MunueBa, HeBeHa. [IcuxoiorniuHu 0COOCHOCTH Ha MO3HABATETHOTO M IMYHOCTHOTO
passutue nipe3 cpeaHoto aetctBo. Codus: M3natencrso ,,Bena Cinosena®, 2000, 33 c.

19 Unuesa, Mapus. Most 6aner. Codus: Mzparencrso ,,XKaner-45%, 2009, 48 ¢
2 3aiipgpepm, J1. Tlenaroruxa u nCUXO0JIOTUs TAHNA - 3aMETKH Xopeorpada. Mockaa:
Wsnparencrso ,,Jlans*, 2015, 125 c.
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Tora o6ycnaB;1 U 1nejiTa Ha HaCTOAIICTO U3CIICABAHE.

IleaTa HA HACTOSILIETO U3CJIEIBAHE € Aa CC MOTHPCAT NPHUIIUKU U

pas3iMKnu B MCTOAUTC Ha 06yquI/Ie B 0ajzeTHOTO HU3KYCTBO U B
XYO0KECTBCHAaTa TMMHACTUKA, JJa C€ aHAJIU3UpPaT NPUIIMKU U Pa3JIMKHU ITPU
IMOCTAHOBKM Ha MHUHHATIOPHU W Ha OAJIOCTHH CIICKTAKJIM 3a ACHAa, a CC
MMpECaAIOXKHU JeiicTBam MoAel 3a npernoaaBaHe MW yCBOSABAHC Ha

xopeorpaduu 3a aena.

OO0eKT Ha H3CcAeABAHETO Ca JIBE HAIPABJICHUS, CBP3aHH C

TaHIIa - 0aseTHOTO HN3KYCTBO U XYIOKCCTBECHATAa TMMHACTHUKA.

Ilpenmver Ha M3cjaeABaHe € JIO0 KakBa CTENEH Morar jJa 6I>,I[3.T

W3MOJI3BAaHU JABUKEHUSI OT XYJIOKECTBEHATa TMMHACTHKA B IMpoIlleca Ha
oOydeHue u pu 6AETHOTO U3KYCTBO. KakTo 11 00paTHOTO — BE3MOKHUTE

BB3JICHCTBUS Ha OaneTHuUA CK3CpCUC B XYJOKECTBECHATA TMHACTHKA.

3agaunTe, KOUTO Ce MOCTABAT ca:

e Jla ce aHaiu3upar cneuuuUkM B HAYMHHUTE 3a TaHIOBA
MOJIrOTOBKA Ha JieriaTa — B OaJIETHUS eK3epcuc U B 3a2psaekama
IIPY XYI0’)KECTBEHATAa TMMHACTHKA;

e Jla ce u3BeAaTr mpaBmWiia MPH NPENOJABAHETO XapaKTepHH 3a
Acua,

e Jla ce aHanmu3upar xopeorpaduu 3a Jela — MHHHUATIOPU H
ISUIOCTHU CIIEKTAKIIH;

e Jla ObaT M3BEJACHN OCHOBHUTE N3UCKBAHUS ITPH ITOITOTOBKATA
Ha Xopeorpaguu 3a Jjena B OaJleTHOTO H3KYCTBO H B
XyJ0KeCTBEHaTa THMHACTHKA;

e Jla ce mpeasoXkaT MpaBWia, CBBbP3aHM CBhC CTpoeka Ha

xopeorpaduuTe 3a aera;

16
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e Jla ce mpemioxu cucremMa 3a OOydyeHHE Ha Jena Ipu

IMOAr0OTOBKA HAa aBTOPCKa Xopeorpaq)nﬂ C JC€TCKa TEMaTHKa,

MeToau HA U3CjIeIBaHE:

o [Ipoyusare Ha uzmouyHuyu ¢ UHGopmayus;

o CpasHumenen aHanu3 U CUHMe3 MEXKIY TPOLECUTE B
0aJeTHOTO M3KYCTBO U B XY/I0’)KECTBCHATA TMMHACTHKA;

o Ananumuuen — 4pe3 CHIIOCTABKH OT MAJKOTO (IBHKEHHETO)
KbM 00110TO (IISJI0OCTHA TaHIIOBA (hopMa);

e  Memoodonoeuuen — 6a3upaH Ha IPOOIEMH MPHU MIPETIOIABAHETO

B 0aJICTHOTO N3KYCTBO 1 B XyJOKCCTBCHATa TMMHACTHUKA.

OuakBaHHu pe3VJTATH

HagsBam ce 3aBbpIICHMST JUCEpTAllMOHEH Tpyd JAa JOMpHUHECEe 3a
U3BEXKJAHE HAa OTJIMYUS MEXKAY CIEHHYHUTE U3KYCTBAa M CIOpTa, KaTo
MPEAJIOKN BB3MOKHU  B3aUMOJECHCTBUS MEXIYy XYJ0KECTBEHaTa
TMMHACTHKa U 0aJeTHOTO M3KYCTBO. YOeaeHa ¢hbM, 4Ye CUMOMO3aTa IIe €
Mo-TmoJie3Ha W 3a JIBET€ HalpaBl€HUs, 3all0TO XYAO’KEeCTBEHaTa
TUMHACTHKa CIOMara 3a pa3BUTHETO Ha Oanera, a 0aleTHOTO H3KYCTBO
TpailHO HaBJIM3a B XyA0KECTBEHATa THIMHACTUKA U KAaTO TaHILIOBA JIEKCUKA,
Y KaTo OMUTH 32 ISJIOCTHU aBTOPCKH Xopeorpadum.

CTpyKTYpa Ha M3CJI€IBAHETO:

Hucepranusita ce c¢bcToM OT BbBeleHue, 4eTMpPH IJABH H
3akiioueHmne.

OCHOBHHU HieH, 1IEJIM U 33J1a4d Ha U3CIEABAHETO Ca MPEJCTABEHU
BBHB BbBEIEHHETO

JIOKOJIKOTO  KATO  MaTepuaJl M  KaTo0  HACOYEHOCT
NpeJCTABeHUTEe YeTHPH IVIABH €A J0CTA PA3JIUYHH, TO M MOIAXOABT
NPHU AaHAJHU3UTE € Pa3Iu4eH.
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B nmbpBa rnaBa - KJIACUYECKU EK3EPCHC B BAJIETHOTO
M3KYCTBO W 34I'PABKA B XYJOXECTBEHATA THMHACTHKA.
CBIIOCTABKHU. OTJIMYUTEJIHUA BEJIE3U - ce CcbCpenoTodaBaM BBPXY
Hali-malikata ,,eIUHULA® Ha Xopeorpaduara - OJguowcenuemo, Karo
MaKCHUMaJIHO COUTO 1€ MOTHPCS U O0SICHS IBUKEHUSI, KOUTO ca OOIIH U 3a
€K3epcuca 1 3a 3arpsBKaTa B XyJ0KECTBEHaTa TMMHACTUKA; TAKUBA, KOUTO
Cca XapaKTEepHU caMO 3a €QHO OT JABETE HalpaBJICHHUS; U TaKWBa, KOUTO
PpSLAKO ce U3I0I3Bar.

OOcCTOlHO U B JETaiiau pasriexaaM MPUINKUTE U Pa3IIUKUTE B
XyJ0KeCTBEHaTa TUMHACTUKA U B 06alieTa, KaTo 3ali0uBaM C O3UIMHUTE Ha
Kpakara, pblieTe, X0JJ0Be, OCHOBHH JBM)XEHHUS, OaTMaHHU, CKOKOBE, KaKTO
oT Oasiera, Taka U OT XyJ0’KeCTBEHATa TMMHACTHKA.

IIpencraBsaMm OBUKEHUS, KOUTO CE U3IIOI3BAT CAMO B KIACUYECKUS
ex3epcuc. M nBM>KeHMs, KOUTO CE€ M3IIOJI3BAT CaMO B XYAOXKECTBEHATA
TUMHAcTHKa. PasriexxnaM ©W  TakuBa, KOWTO (QYHKIHMOHUPAT W B
KIIACHYECKUs €K3EPCUC U B 3arpsiBKaTa IIPU XyT0KECTBEHATa TMMHACTHKA,
KaTO THhPCs MapaJIeIn MEXIY TAX.

Boe BTOpa rnasa - "TAHIHHOBU MUHUATIOPU 3A JIELIA B
BAJIETHOTO M3KYCTBO U B XVJIOXECTBEHATA
I'NMIMHACTHUKA" - pasmmupsiBaMm oOxBaTa KaTO TbpCS MPUIUKU U
PAsIuKu 8 xopeozpaghcku munuamiopy B TaHLA U B XyI0)KECTBEHaTa
TUMHACTHKa, peaju3upaHd BbpPXY €HAa U Chlla My3uKa. AHaau3zupam
JIOKOJIKO Ch37aJieHaTa Xopeorpadusi OTroBaps MU CE€ CbOTHAacs C
¢dopmara u MociaHUETO Ha My3HKarTa.

Pasrnexxnam HAKOJIKO TaHIIOBU MUHMATIOPHU, BbPXY €/1HA U ChIIa
My3HKa 3a Xxopeorpaguure B 6ajieTa U ChUeTaHUATA B XyJOXKECTBEHATa
IMMHACTHKa, KaTo ChIIOCTaBsAM Xopeorpadckure UM pelieHus, a mnpu
HSKOM OT TSAX BKJIIIOYBaM M Xopeorpad)cku pa3paboTKHU BBB (UTYPHOTO
I'bp3aJISHE.

TaHI0BaTa MUHHUATIOpA € XapaKTepHa 3a Hall-MaJKUTE CTPYKTYpHU
Ha TaHua. Beska MuHMaTIOpa € pasrieiaHa B My3UKalHaTta i opMa 1 Kak
U3rJexaa Ts Mpe3 Morieaa Ha xopeorpada B TAHIIOBOTO MPOU3BEICHUE
WIH ChYeTaHUE B XYA0KECTBEHaTa THMHACTHKA.

Kato npumep Oux nocounsa ejHa OT Hali-U3BECTHUTE MUHUATIOPH
no my3uka Ha Cen Canc "Ymupaumsar neben" xopeorpad DokuH,
"Kyknmu" mo mysuka Ha JIsnoB xopeorpad BaifHoHeH, cbueTaHus B
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XyJI0O’)KeCTBEHATAa TMMHACTUKa 1Mo My3uka or Oanerute "Jlon Kuxot",
"Paitmonna", "Ecmepanna", npousseaenuero "bonepo" na Pasen.

B tpera raasa - HAJIOCTHU XOPEOI'PA®UU 3A IELIA B
BAJIETHOTO U3KYCTBO - ¢dokychT € oie mo-pa3imuper Karo ce
KOMEHTHpAT OajeTd 3a Jena. B TIX Beue OTHETHUTE IBIKEHUS U
CHOTHOCHMOCTTA Ha XOopeorpadusita CpsMo My3uKara € 0bIaT Mo-MajaKo
3acerHaTH, OTCTBIIBAHKU MSICTO Ha Opamamypeusma, OnaroJapeHue Ha
KOSITO C€ MU3TpaXk/ia CI0JKETEH CIIEKTaKbJI 3a Jella.

Tpera rmaBa e ¢okycupaHa caMO BBPXY CIOKETHH OalleTHU
MIPOU3BEICHHUS 3a Jlena, 0e3 J1a ce KOMEHTUpAT TaKUBa B XYyJ0XKECTBEHATa
TUMHACTHKA, TOKOJIKOTO TS BCE OIllE HE CE CTPEMH KbM H3rPaXKAAHETO Ha
MalaOHu CIO)KETHU TBOPOH.

Pasrnexxnmam mbpBO MpUKA3KW 3a Aella MOCTaHOBKU 3a Jela -
OaneTu. AHaIU3UpaM T'U CIOpen ApaMaTyprus, My3uka u xopeorpadus,
KaTo pasriexJaM OCHOBHUTE MBPBOM3TOYHHMIIM MPUKA3KU 3a Jela,
pa3/esieHy B TPU KaTETOPUHU - MPUKA3KH 32 )KUBOTHH, COLIMATTHU U OUTOBU
MIPUKA3KH U MTPUKA3KH 32 BHJIIICOCTRA.

B nmvpBata kareropus, a umeHHo "banemu 3a dwcueomnu u
nmuyu" paszriaexnam Oanerure "llers u BpAKBT" - My3uka [Ipokodues,
"Konue-Buxporonue" - mysuka luenpun u "XKap ntuma" - mysuka
CrpaBuHCKH.

Kakro B moBeuero MMPUKA3KU U IO-KOHKPETHO B IPHUKA3KUTEC-
OaneTu HapaBHO C pCAJIHUTC UMa U BBJIICOHU NEpCOHAXHU, KOUTO UMAT
CBOETO BB3JCHCTBUE BBpPXY Ac€HaTa U TC C UHTEPEC U YIOBOJICTBUC IJICAAT
M IIO3HaBaT TC3U 68.J'IeTI/I, a HAKON OT MAJIYYTaHUTC BIIOCIICACTBUC CTaBAT
4acCT OT TOBAa U3KYCTBO.

B®B BTOpara kareropus "banemnu eapuanmu na couyuaanu u
oumoeu npuxasku' ca BkimoueHu 6anerute "Kykienara ¢es" - Mmy3uka
baiiep, "llenensmka" - my3uka IIpoxopueB u "YumonunHo"- my3uka
Kapen XauarypsH.

Ty'K Kato 4€ JM B IIO-TOJIIMa CTCIICH Ca 3aCCrHaTu O6p3.31/1 u
CIIN30U OT PCAJIHHUA KUBOT, HO ITOJHCCCHU IO MOAXOJA] HAYHNH, TaKa 9€
Ja 6”[)}16 AHTAXXHUPAHO U3LAJI0 JETCKOTO BHUMAHUC.

OcBen ToBa B Te3u OajeTH MMa IO-Be4e KOMHYHU 00Opasu u
CUTYallM1, KOUTO OCBEXaBaT MPECTABICHUATA.
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Tperara kareropus ca "banemnu npukaszku 3a éviwedocmea’,
KbM KOWTO ChbM BKJItoumia Oanmerute " Crsimara kpacaBuia" My3uKa
YaiikoBcku, xopeorpadus Ileruma; "JlemHukorpomraukara" My3uKa
YaiikoBcku, xopeorpadus JIeB MiBanoB u € criomenaro "Jlebemoso ezepo”,
HO HE € pasliieaHO B JETali, Thil Karo CroKeTa He € JETCKH, HO
My3ukaTa Ha YailikoBcku u xopeorpadusta Ha Ileruna u JleB MBaHOB
Ch3/1aBaT Taka XapecBaHaTa OT Jelara BbjmeOHa arMocdepa M 3aToBa
TO3U OasieT e Hal-TJieJaHns B CBETA.

Yerebpra 1iaBa - PABOTA C JAEHA. UBUCKBAHUSI.
MNOAXO/U - oTHOBO HM BpbIA KbM Osudiceruemo. Ilpennaram cBos
asmopcka memoouxa 3a oOyuenue Ha TIOApPACTBAIlM, B KOSATO
KOMOMHHpaM €JIeMEHTH OT exk3epcuca B OaleTHOTO W3KYCTBO U
3aepsexama B XyJ0K€CTBEHaTa TMMHACTUKA, HO BKJIIOUBAM U PUTMUYECKHU
yIpaXHEHUsI, aKpOOATUYHU [ABHXKEHHS OT CIOPTHATa TMMHACTUKA H
TaHI[0Ba UMIIPOBU3AIIMS, KaTO JOOABAM ChHIIO TaKa U CBOU YIPaKHEHUS,
KOWTO MpUJIaram ¢ iera oT 4 TOIuIIHA Bb3pacT J0 3peiu npodecuoHaTHI
TaHILOPH.

ToBa e raBata B KOSITO MPEACTaBAM CEOUMmMeE A8MOPCKU KIAcCo8e,
KOUTO ca 0a3upaHu Bb3 OCHOBA Ha Bb3PACTOBHUTE Pa3IMYMs U YMEHUS Ha
3aHMMAaBaIUTE ce ¢ OaIeT YICHUIIN U CTYICHTH.

KeMm PA3IMIHUTE T'PYIIN U3UCKBAHUATA MU Ca Pa3JIMdYHU U OCBCH
BKIIIOYCHUTE B YpPOOUTC MU 06HIOHpI/I€TI/I JABHXXCHHA OT OajeTHHUSA
CK3CpCUC U 3arpsBKH OT TMMHACTUKATA CBM 3aJIOKHJIa U HA MOST I/I360p
OT IMPAKTUYICCKU KOM6I/IHaHI/II/I W TaHIOH, HAITPUMCEP:

e B rpynata oT 4 10 8 roj. BCHUKO € MOJHECeHO NoJ (opmMara Ha
UTpH U 3a0aBIICHHUS.

e B rpynarta oT 9 no 13 roa. HaroBapBaHMsATA ca MO-TOJIEMHU, KaTO
BpPEMETO 3a paboTa Ha CTaHKa € I0BEYE U MOCTABSIHETO Ha TaHLU
HE € caMo B KJIaCHUYECKH acCIleKT, HO C€ BKJIIOYBAT, XapaKTepHU U
MoJiepHH TaHLU. TyK BKJIIOUBaM U paboTa ¢ HaJly.

e B rpynara 14 - 18 roa. ek3zepcuca u 3arpsiBKaTa ce yCIIOXKHSBaT,
KaTo BKJIIOYEHHTE KOMOWHAIMU ca Ha Mo-O0bp30 TEMIO U C MO-
TOJIEMH aMIUTUTYAN TIPY U3IBIHEHUATA UM. 3ay9eHH JIBUKCHUS,
CKOKOBE M KOMOHMHAIIMM C€ M3MBIHSABAT OCBEH Ha Typiu U Ha
TaJIIH.
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W npu TpuTe rpymu ca 3aCTbIIEHH pUTMUYECKH YIIPAKHEHUSI, KOUTO Ce
U3MBJIHSABAT C pblE, Kpaka WIM IpeIMeTH, KaTro Jaaipe, KacTaHEeTH,
L1aJIOBE U JIp.

® [pPUMEPEH KJac 3a TaHUbOpPHU, O0y4yaBalll ce€ BbB BUCIIN y4EOHU
WHCTUTYIUU.

OcgeH 00muUTe 32 BCHUKH JIBUKCHHSI HA CTaHKA, CPeJla, CKOKOBE U KPATKH
KOMOMHamu / KaTto ce uMa mnpeaBua (akrta, 4ye CTYICHTHTE ca B
cnermanHoct " Xopeorpadus', €K3epCHUCHT € CbC CpEAHA CTENeH
TPYAHOCT, KaTo MO-BeUe ce Ha0JIsAra Ha MOCTABSHETO HA TAHIIA B PA3IMYHU
»KaHPOBE, a TOBa 000TaTsABa TAHIIOBATA MM KYJITYpa U ClICHHYHA IIPAKTUKA.

BTopoTo 1o BaxXKHOCT 3a MEH KaTo MpernojaBaTell, clie]] eK3epcuca
B Oasera e CIieHMYHaTa MPaKTHKa BbB BCAKA BH3PACT U 3aTOBA y4acTHATa
Ha MMOIONIEYHUTE MU YYCHHIIN B KOHLIEPTH, KOHKYPCH, CEMUHAPH, OalleTHI
MOCTAHOBKH M JPYTd HU3SIBU € OT TOJsIMO 3HAueHHEe, HE TOJIKOBa 3a
[I0JIy4aBaHE Ha Harpajy, KOJIKOTO 3a 3aTBbp)KJaBaHE Ha HAy4EeHOTO,
CUTYPHOCT Ha ClieHaTa, padoTa ¢ MapTHbOPHU, OPUEHTALMSI U YMEHUE 32
CIpaBsiHE C HEMPEABUACHU CUTyalluu T.€ NpUI0OMBaHE HAa HM3BECTCH
npodecroHalIn3bM.

SAKITIOYEHUETO npennara 000011eHUs U ChITOCTaBKH.

KapI[I/IHaJ'IHOTO OTJIINYNEC MCKIAY 0aJIeTHOTO N3KYCTBO U XYHOKCCTBCHATA
TMMHaCTHKa € B OCHOBHUTC (I)YHKLII/II/I " [OCJIN, KOUTO TC CH ITIOCTAaBAT KATO
KpacH pe3yJITar.

OO01IOM3BECTHO € pa3TpaHUUYCHUETO, Y€ XYA0KECTBEHATa TMMHACTHKA €
CHIOPT, a 0aneThT — U3KYCTBO. HOo KakBO BCHIIHOCT O3Ha4YaBa TOBa?

[Tpu XynoxecTBeHaTa TMMHACTHKA B TIO-TOJISIMA CTETIEH CE aKIeHTHpa Ha
TEXHUYECKATa YyacT Ha U3IBbIHEHHETO, a MpU OasieTa moI3BaHaTa TeXHUKA
€ CaMo CpeJCTBO, 3a U3rpaXIaHe Ha 00pa3y U IpaMaTyprus.

B GaseTHOTO M3KYCTBO Pa3BUBAHETO W HAJTPAXKITAHETO HA (PU3HUCCKUTE
3aJ10’)kOM Ha TAHIbOpA HE € OCHOBHA IeJl. TO CIy’)KH €MHCTBEHO, 32 Ja
MOXX€  M3IMBIHHTEIAT Ja WMa  TOIXOJAIIMTE  JBWKCHHUS U
KOMITETCHTHOCTH, 4pe3 KOWTO Jia H3TpajH JajJieHa pojisi B oOmara
JpaMaTyprus Ha CIIeKTaKbia. TeXHHUECKOTO U3MIbJIHEHUE TPsOBa Aa Obae
OJTyXOTBOPEHO U Ype3 MOAX0 IsA1Ia Xopeorpadus, 3a 1a Tpajau o0pasH.
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[Mpu xynokecTBeHATa TMMHACTHKA HE MOXE Ja Ce€ TOBOpH 3a
JpaMaTyprusi, 3al0TO B CIIOPTa C€ MOKPUBAT OIPECICHH HOPMATUBH, HO
HE Ce ThPCH XYJOKECTBEH 00pa3. M3MBJIHUTEIAT IEMOHCTpUpPA CBOSITA
TEXHHKA, IEMOHCTpHpa cede cH.

B XYO0XKXECTBCHATA TMMHACTHUKA CbCTEC3aTCIIAT, YPE3 CBOUTC TCXHUYCCKU
yMeHus, J0Ka3Ba ceOe cu; B OaneTa TaHUbOPHT He MpeAcTaBs cebe cH, a
oOpa3za, koiito rpaau. Toii € B poJisi — Mpech3aaBa reposi U OT HErOBO UMe
U3IIBJIHABA 3aaICHUTC OBHUKCHUS. ToraBa Ha MNpeACH IUJIaH H3JIM3a
CIOKCTHATa JIMHUA, ApaMaTyprusaTa Ha IPOU3BCACHUCTO, 4 HC CaMUMAT
TaHIOP.

Jlopu ¥ KOTaTo U3IMIBIHEHUETO € CAMOCTOSATENHO (BapHUallys, MOHOJIOT), a
HE € YacCT OT LSIIOCTEH CIEKTAaKbJI ChC CIOKETHA JIMHUSA, TO MaK ce Habsra
BbpPXy 00pasa, Cb3JaJeH OT apTUCTa, BbPXY HCTOPUATA, KOUTO TOI
paskasBa 4pe3 TIIOTO CH, & HE BbPXY KOHKPETHUTE JIBUXKECHHUS, KOUTO
TOJI3BA.

A Koraro craBa BBIIPOC 3a JyET, TPUO WJIM IPYIIOBA U35Ba, CbC CUTYPHOCT
aKIEHTHT € BbPXY B3aUMOOTHOILICHHUITA HA CbOTBETHUTE T€POU - THPCAT
CC XapaKTEpUCTHKH 3a BCEKM OT TAX, MPOCIEAsBa C€ TIXHATa
WH/IMBUYATHOCT ¥ B3aMMOJICHCTBHs. B Xymo)KecTBeHaTa T'MMHACTHKA
HAMa JAyeTH, TpHa WU KBapTeTU. XyOOKECTBEHaTa TUMHACTHKA €
0a3upaHa BbPXY COJIOBU U3SIBU.

CrpiioTo pasaeneHue ce Ha0IrogaBa v MNPy aHCAMOJIOBUTE TAHIH.

MacoBute TaHIM B 0alleTHOTO H3KYCTBO Ca B JIB€ KaTeropuum —
ousepmucmenm (MPEIUMHO XapaKTEPHU TAHIM — MCIAHCKH, YHTApCKH,
pyckH, KuTaiicku, naauiicku u T.H.) u Grand pas d ensemble (mpeaumuo
B CTHWJIMCTHKATa Ha Kiacudeckus TaHI). M mpu TsaX obaue Moxe Ja ce
OTKpHE JApamMaTypruyHa JIMHUS Ha B3aUMOJACUCTBUS COIUCIU — AHCAMODIT,
Thil KaTO U B XapaKTEPHUTE TAHIU (IUBEPTUCMEHT), U B KJIACUYCCKHUTE
tany (Grand pas d ensemble) moutu BuHArM ce HabJrO1aBa peayBaHe Ha
COJIOBHU (JIyeTHW) M3ITBJIHCHUS U aHCaMOJIOBH M3MBJIHEHUs. B mMacoBuTe
TaHIIM CUHXPOHHOCTTA € OT 3HaueHHe (HampuMmep JIeOSOBUTE CIIEHU OT
,JledenoBo eszepo”, ,Banc Ha mBersata“ ot ,Chsmara KpacaBuia“,
CEHKHTE OT ,,basiiepka‘ u Jip.), HO Makap 4e MpH T3 TAHIIOBH (OPMH B
MHOTO TO-TOJIsIMa CTEIEH C€ aKIICHTUPa BbPXY TAHIYBAaHETO W Ja UMa
MOBEYE BH3MOKHOCTH 3a JIEMOHCTpAIUS HA TEXHUKA, CHHXPOHHOCTTA HE
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¢ camorienHa. Ts mpech3iaBa KOJSKTUBEH 00pa3 (Ha JieOeIi, CEHKH, IBETS
U T.H.).

CpBceM ecTecTBEHO B aHCAMOJIOBUTE ChUETAHHS MPH XyJO0XKECTBEHATa
TMMHACTHKA HsAMA CIOKeTHA JTUHUS. ThpceHusT eheKkThbT Ha CHHXPOHHOCT
B M3I'BJIHEHUETO € JOIBJIHUTEIHO YCIOXHEH 3apajyl W3IMOJI3BAHETO Ha
ypenu (TOTKH, JICHTH, O0pbuH, OyXaaKku, BKETa WIH CMECeHU ypean). B
TO3H aCHEKT CHHXPOHBT CE€ MOCTUTA U3KIFOUUTEIHO TPYIHO U HAUCTHHA €
3HaK 3a BHUCIIE MaicTopcTBO. OTAETHO CE€ OLEHSBAa ApPTUCTHYHOCT,
HabJsTa ce BbpPXY M3PA3UTEIHOCTTA, HO TO € JOIBIHUTEIHO TPUBHECEHO
B TO3M BHJ| CIOPT M 3HAYMTEIHO II0-MaJOBaXXHO. B aHcamOioBuTe
ChUCTaHUsl Ha XYJOKECTBCHAaTa T'MMHACTHKa obOave He ce 3alelsi3Ba
BBTPEIIHO YICHCHUE HA COAUCMU U AHCAMOBL, a TOYHO OOPATHOTO —
BB3JICHCTBUETO WJBA OT CIHAKBOCTTA B M3IBJIHCHUETO W HAMCTUHA
MaiCTOPCKOTO YMEHHE J1a c€ TPEXBBPIIAT YPEAH OT CIUH ChCTE3aTeN Ha
pyT (0COOCHO TIPU CMECCHH YPEIIH ).

3a UAI0CTHOTO Bb3/ACHCTBUE HA CIOKETHATA JIMHUA B 0aJI€THOTO U3KYCTBO
OT TOJISIMO 3HAYCHUE € Xopeozpagckama pexcucypa, mocpecTBOM KOSITO
CC MOHTHPAT U HacJiarsaT OTACIHUTEC q)paI“MeHTI/I " CC MPaBAT IO-BUIUMU
B3aMMOOTHOIICHHUATA MCKIY reponTeZl. B XYO0XXECTBCHATAa TMMHACTUKA
pexKUCypa HiAMaA, ThH KaTO HAMA W B3aMMOOTHOIIICHUS MCKAY T'CpOUTE,
HUTO IbK KOHQIIUKT MEXTY THIX.

B 6aneTHOTO M3KYCTBO HEMAIOBAXHU Ca cyeHozpaguama, Kocmuomume
Ha TepOMTE, KOUTO MPEACTABAT KbAEC M KOra ce pa3BuUBa JEHCTBUETO. B
XyZA0KeCTBEeHaTa '’MMHACTHKa clieHorpadus HaMa. Ho 3a cmeTka Ha ToBa
'K KOCTIOMUTE BEUE€ HE ce MMOoAOMpaT caMo 3a KpacoTa, a ca HaTOBapeHH
C U3MCKBAaHETO Ha NPEACTaBAT €noxara W HAIMOHAJIHOCTTA Ha
U3IIBJIHEHUETO, YECTO UMEHHO KOCTIOMUTE MPaBAT Bpb3KaTa C eroxara u
HAIlMOHAJHOCTTAa Ha My3HMKara. Taka moJjeka-jeka XyJo)KeCcTBeHaTa
rUMHAacTHKa 3amo4yBa Ja ThpcH oOpa3u, Ja Mpech3faBa e€moxa u

2 Xopeoepagpckama pedxicucypa € HAACTPOEYHA — WU3MOJI3BAa 3HAHMATA HA

xopeorpadckara KOMIO3UIMS (TIPH KOMIIO3MPAHETO Ha OTHCIHHUS TaHI, HO Ype3
MIOCTPOSIBAHETO HA MHOKECTBO TaHIIM M3rPaXKIa ISLUIOCTHATA CTPYKTYypa M HEpapXuu B
MIPOU3BEICHUETO) U Ha XopeorpadckaTa qpaMaTyprus (IpH Ch3AaBaHETO HA CLICHUYHUS
paska3, Ha B3aMMOOTHOILIEHUSITA MEXIY IMEPCOHAXUTE M OCHOBHMS JpaMaTypruyeH
KOH(JIMKT)... Xopeoepaghckama peowcucypa ... TPaBU BUIUM KOHDIUKMA MEXIY
TepOUTE U KOHYenyusma Ha PeKUChopa 3a Mpech3laBaHUTe ChOUTUA — BUXK SIHeBa,
AHenusi. ApXWTEKTOHWYHM TPHUHIUIN HAa Xopeorpadcka pexucypa B OajieTHOTO
n3kyctBo. C.: IHCTHTYT 32 m3cinenBane Ha m3KycrBarta, 2020, c. 17.

23



24

HarroHaHOCT. KoeTo Moske Ja 1oBejie BIOCIEACTBHE M 0 M3TPAXKIAHE
Ha oOpasu (posau). Ho Bce mak 00J€eKII0TO B Xy10’KECTBEHAaTa TMMHACTHUKA
€ OrpaHUYEHO, Thil KaTO B T’MMHACTHKATa MMa MHOTO NPEThPKAIBaHUS,
KbJ10a, BUCOKU M3XBBPJISTHHS HA KpaKara, UTpa C ypeIu ¥ KOCTIOMBT HE
OMBa J1a € pa3U4eH OT TPHKO, 3aII0TO IMO-00TaTUTE U HAIUILICHH JIPEXH
1€ MpeyvaT Ha U3MBJIHCHUSTA.

*k*k

OTtnnumsra MCXKIY 0aJeTHOTO HN3KYCTBO M XYOOKECTBCHATa '’MMHACTHUKaA
ca IO-BUAUMHU IIPpU CBCTC3aHUA U IIPEACTABIICHHA. HpI/I €K3epcuca u
3arpsiBKaTa T€3u OTJIMYHKA HaMaJlsdBarT, ThU KaTO U B JABETE IICJITa € Jia CE
3arpec 1 nNOAroTBU TAJIOTO 3a CIACABAIINTC IMO-CJIOXKHHA U3IIbJIHCHUAA.

Pazbupa ce nmma aBmwkeHHs, cnenmM(pUYHN 332 KIACHYECKHUS €K3EpCUC U
TaKuBa, XapakTepHW caMO 3a XyJOKeCTBeHaTa TIHMMHAacThka. Ho
CBILIECTBYBAT U ABUKEHUS, KOUTO ITIOCTEIIEHHO ITIPOHMUKBAT OT €K3€pCHca B
XYZA0KeCTBeHaTa THMHACTHKa U 00paTHO.

Enna ot Hali-BaKHUTE pa3iuKu o0aye e, 4e B OanemHusi eK3epcuc BCUIKU
M3pabOTEHU JBMIKEHHUS BIIOCIEACTBHE c€ "KauBar' HA TaIlM U C
HAy4YEHOTO CE€ ChCTaBAT KOMOWHAIMHM, KOUTO MOraT Ja ObJaT 4acT OT
TaHIIOBA KOMITO3UIIUS MJIM IbK - YacT OT TaHII, JOKATO B 3acpseKama OT
XyJI0’)KECTBEHATa THMHACTUKA JIBUJKEHUSTA CITY’KAT camo 3a 3arpsiBKa - 3a
IIOCTUraHE Ha II0-ToJIIMa T'BBKAaBOCT, HO 0€3 Ja ce H3IMoJI3BaT
BIIOCJICAICTBUE TIPH ChUETAHUSATA.

Bce nmak B3anMOICHCTBHATA MEXKTY eK3epCuc M 3a2ps6Ka ca I0CTa IMoBeye.
Knacuueckusit exsepcuc (cmanka, cpeda u allegro) vMa MO3UTHBHO
BIUSHUE W BBPXY XYyJOKECTBEHAaTa THMHACTHKAa. ToH pa3BHBa
KOOpAMHAIMITA IpU paboTaTa Ha Kpakara, KOpIyca, IriiaBarta U phleTe.
[ToBnusiBa BEPXY KOMITO3UITUUTE, KOOPAUHALIUATA U YUCTOTO U3ITbITHEHHUE
Ha TUMHACTHYECKHUTE cbhbyeTaHus. ToH pas3BuBa TaHI[yBaTHOCTTA H
nameTTa. OT Ipyra cTpaHa HEMaJlka YacT OT 3arpsBallUTe JBIKCHUS B
TUMHACTUKaTa MOTaT Ja Ce M3IMO0JI3BaT M B KJIACHUECKUS eK3epcluc,
JOKOJIKOTO T€ CIIoMaraT 3a pa3BUBaHe Ha PU3NIECKUTE JAHHUTE HA JIETETO
— 00BPHATOCT HA KpakaTa, O-TOJIsIM pa3Kpad — Taka HapeYeHHUsI TO-TOJISIM

"

Luae

HC3aBI/ICI/IMO, q¢ CJIHOTO C€ TpCTHUpa KATO CIOpPT, a APYrOoTO — KAaTo
HU3KYCTBO, TC Ca B3aUMOCBBP3aHU U IPU HNPABUIHOTO IMOCTPOSABAHC Ha
YpOKa OT CTpaHa Ha rneaarora Ui Tp€HbOpa, U3IMOJI3BAHCTO HA ABUKCHUA
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U YIPpaAXXHCHHUA OT APYroTO HAIpaBJICHHUEC 01 MorJjo Ja IIOMOTHEC 3a
AOPAa3BUBAHC HA pa3JIMUHU Ka4CCTBA.

3aroBa B NOCJEJHUTE TOJIWHU BCE IOBEUE IBIKEHUS OT eK3epcuca ce
M3IIONI3BAT B XYIOKECTBEHAaTa TrMMHAcTHKa. M1 oOpatHo — HapacTBar
JBMKEHUATA, KOUTO Ca 3aMMCTBaHH OT XY/I0’KECTBEHATa TMMHACTUKA U CE&
BHE/pSBAT B OalleTHUS €K3epCcuc — 0COOEHO NpH 3arpsBKH, KOUTO [
MOCTUTHAT TMO-TOJIsIMa €JaCTUYHOCT Ha MYCKYJIUTE U TO-TOJsIMa
OTBOPEHOCT Ha KpaKara.

basupaiiku ce Ha TMYHUSA MU OIIUT, HAOJIIOJEHUATA U IIPAKTUKAaTa MU U B
JIBETE HAlpaBJICHUS, MOETO MHEHHE d4e € IOJIE3HO Jienara, KOUTO ce
3aHUMaBar c Oaier, Ja MMaT W 4YacoBe IO TMMHACTUKAa U Taka ChILO
IMMHAacTMYKUTE - Jla UMarT yacoBe mno Oaner. bux mnpemnoppyana B
HAYyaJIHOTO HMBO Ha oOyueHHe, 3a Ja ce u3paboTH I'bBKABOCT U Ja Ce
pa3BuAT pU3MYECKUTE TaHHH Ha JIETETO, /1a CE M3I0I3BAaT TMMHACTHYECKU
YIpaXHEHUS Ha 3eMs1, KOUTO /1a ObAaT MOBTAPSIHU MHOTOKpaTHO. CMsTaM,
4e TOBa ILE€ CIOMOTHE 3a MW3APBKIMBOCTTa M PA3sBUBAHETO Ha
MYCKyJaTypara.

dakr e, 4ye rojsiMa 4acT OT 3Be3/1UTe Ha 0aJIeTHOTO U3KYCTBO, IPE/IU J1a ce
Hacoyar KbM Oasera, ca TpEHUpaAIH Xy0’KECTBEHAa TMMHACTHKA. TakuBa
ca dpanmysoiikara Cunsu ['unem??, pyckunute Mapus Xopesa?s, Jluana
Bumaesa®* u Ip.

Bce mak, koraTto € HY)KHO J1a ce Jajie BU3yaJIeH MpUMeEp 3a Jierara, a3
Ha0nsiraM BBPXY TOBa, dYe OanepuHaTa TaHIyBa Ha TMalld, a
TMMHAaCTH4YKaTa HE, 6aﬂepI/IHaTa TaHIyBa C MapTHbBOP, a TUMHACTUYKaTa
HE, KaKTO U 4€ 6anep1/1HaTa HsIMa BKJIFOUCHH B UBITBJIHCHUSITA CHU 06pT)‘-I,
TOIKA, BbKe, OyXaJKu U JeHTa. ToBa ca Hali-JIeCHUTE 3a Bb3MPHUEMaHE OT
JieraTa pa3ifuKy MeKIy Oalieta M Xy/10’KecTBeHaTa THMHACTHUKA.

**k*k

22 Tlpumabanepuna na Grand opera - [Tapux.

2 TTpumabanepuna Ha Mapuuncku teathbp — Cankr [leTepbypr

24 TTpumabanepuna Ha MapuuHcku TeaThbp — CankT [leTepOypr 1 Ha AMepUKaHKMS
6aner, KosTo pabotu ¢ n3BectHUTE X0opeorpadu Mopuc baxap, [Ixon Holimaitep,
Wpxu Kunnan u np.
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Paznuky 1 npuiMky UMa He caMo B 110100pa M M3I0JI3BAHETO Ha PAa3IMUHU
JBYDKEHUS], HO U B MSAICTOTO 32 TPEHHMHTI HAa TMMHAaCTHUUYKUTE U OajleTHUTE
apTUCTH.

B xynoxecTBeHaTa ruMHAcTHKa TpsiOBa Ja MMa TMMHACTHYECKH CaJIOH,
KOHNTO Ja € ¢ OrpOMHHM pa3MepH, 3a Ja Morar CIOKOHHO Ja ce
YCBBBPIIEHCTBAT JBWKEHUS € ypeau (oOpbuUM, JIEHTH), 32 KOUTO CE€
M3MCKBA IO-TOJIIMA BUCOYMHA M IIMPUHA Ha 3ajaTa. | MMHAaCTHYECKUST
CaJIOH MOXe J1a ObJie 000pyIBaH ChC CTAHKU U OIJIeJaja, Makap Jia He €
3aIbJDKUTENHO. B 6aneTHaTa 3ama 3a{bJDKUTETHO TPIOBa J]a IMa U CTAaHKU
U oriezania.

B rumHacTHYeCKHs CaJOH Ce€ HWIrpae Ha KHJIMM, KOHTO OMEKOTSBa
JBIDKEHUSTA Ha cheTe3aTenure. JlokaTo B OajleTHa 3ajia M3MCKBaHHUAITA ca
3a II0J0Ba HACTHIIKA, ITOIXO/IAIIA 3a MaII[0Ba TEXHUKA — TOECT HE TOKOBA
MeKa, Makap 4 Ja € enacTu4yHa (OOMKHOBEHO IHPBEHO [IOIIEME, a B
MOCIICAHUTE TOAMHH — CaMOpa3JIMBHA IT0I0Ba 3ama3ka). TpsOBa na ce mma
MPEJIBH/I, Y€ HEIOIXOIAIIaTa HACTUIIKA € IPENOCTaBKa 3a TPAaBMHU.

I'mmHacTuukuTe TpCeHUpaT C HUBUYKHU, 4 B bajera ca ¢ qu)J'II/I H I1aJIoy.
3aToBa M THMHACTHYKHUTE CTHIIBAT CaMO Ha IoJIynajamgu, a ToBa HIpOMCHS U
IIoxoakKara uM.

M3CTOTO 3a TPEHUHT U ChCTE3aHUS - B CIIOPTHU 3aJIM IPU TMMHACTHUKATA,
Ha TeaTpaJlHi M ONEpPHHU CIIEHU IO BpeMe Ha IPEJCTaBICHUS MTPOMEHS U
BB3/JICHCTBUETO BBPXY IMyOJIUKaTA.

Makap B TOCIIETHUTE JECETWIETUS Ja 3adyecThxa OalleTHU KOHKYPCH,
MPOBEXKIaHU B CHOpTHA 3aya. ToraBa obaue 3aAbHKUTETHO ce 100aBs
MOAXOAA1IA 32 TaHIM HAcTUIIKa. Bee nmak 70 cera Hsma ciiyyau ChCTE3aHUE
0 XYJ0’)KeCTBEHa TMMHACTHKA J1a ObJIe MPOBEICHO Ha TeaTpajaHa CIeHa.

**k*k

W ome enHa chlecTBEHA pasiiKa - Bb3PACTTa HA U3NbJHUTEINTE. B
XyI0’)KECTBEHATa TAMHACTUKA ChCTE3aTENN Ca MPEIUMHO MOMHUYETA OT S5
no kbM 18-20 rogumiHM W cled Tasu BB3pACT T€ OOWKHOBEHO Ce€
npoduIupar KaTo TPEHLOPH.

B OametrHoTo HN3KYCTBO CBINO MOrar Ja 3alo4vHar OT 4-5 roguIaIHHu, HO
Kapueparta UM € 3HAYUTCIHO IMO-AbJIra U MOTaT Ja pa60T}IT / TaHI_IYBaT/ A0
okoo 40 ToAuIlIHa Bb3PacCT, a [IOHAKOr'a U IMO-KbCHO. HpI/I‘{I/IHaTa 3a Ta3u
,Z[’bﬂl"OTpElfIHOCT € MNPaBUJIIHOTO HU3IIBJIHCHUC Ha KJIACHYCCKU CK3CPCHUC,
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KOWTO € Taka CTPYKTYpHpaH, 4€ 3ara3Ba KOCTHATa CUCTEMA, CTaBUTC U
CYXOXKHUIIMATA 3a I[10-ABJT0 BpEME, 1OPH IIPU IIpaBUIIHA pa60Ta crioMara 3a
ABJITOJICTUEC KaKTO Ha CII€CHATa TaKa U B )XMBOTA.

*k*k

My3HKaJHUAT CBIPOBOJ CHIIO OENEKU HAKOM OTIUYMs. B GanerHoro
U3KYCTBO 3HAYMTEIHO MO-PSIKO C€ NpaBAT KyMIOpU U ce Kbca
My3HuKalHaTa TbkaH. OOMKHOBEHO My3MKaTa € TakaBa, KakBaTro s €
ChTBOPWJI KOMIO3UTOPBT. OcobeHo 0o ce Kacae [0 OaneTHUTE
CIeKTaKJIu. B moBeyero ciiyuan My3ukara € CUM(QOHUYHA, U3IbJIHEHA OT
nbJIHOMaNabeH opkecTbp. Koraro HsimMa BB3MOXKHOCT 3a Mpe/ICTaBICHUS
C OpKeCTBP, My3UKaTa e 3alIMCBa — OTHOBO B U3IIBJIHEHHE HA OPKECTBP U
IPEeACTaBICHUETO € o (PoHOTpaMa, HO My3UKaTa OCTaBa HEIIPOMEHEHa.

HO BpeMe Ha 6aJIeTHI/I$I GKSCpCI/IC MYSI/IKaJ'IHI/IFIT C"I)HpOBO[I € B UBITBJIHCHHUC
Ha IIMaHO — ToraBa KOM6I/IHaIII/II/ITC Cca 1nmo-MaJikm 1 KOpGHGTI/ITOpT)T ciaeaun
HC CaMO TEéMIlaTa U pI/ITMI/I‘IHOCTTa, HO X ga Ce HaMeprT TaKnBa My31/IKaJIHI/I
(bpaFMCHTI/I, YUUTO AKLOCHTU a CbhbBIIAAAT C AKIICHTUTC B TaHIIA. KaTO
0COOCHO Ba)KHU Ca TE3U CHBIAJACHHSI IPU CKOKOBETE. baleTHHST eK3epCcuc
MOJKe J1a ObJIe ¥ B CHITPOBO/] HAa My3UKAJICH 3aITKC, HO TOTaBa Te3H aKIIEHTH
MO-TPYJHO C€ TIOCTUTAT W 3apaJd TMOBTOPSHUETO HAa €IHU M CHIIH
My3UKaTHU 3allliCU TMpernojaBaTeNiAT € MPUHYIEH Taka Ja H3MHCIA
KOMOMHaIMsITa, 4Ye Ts Ja MOBTaps MY3UKallHAaTa CTPYKTypa U TOBa
HEMHUHYEMO BOJIH JI0 €THOOOpa3ue.

B xynoskecTBeHaTa THMHAcTHKa M3MbIHEHUATA ca Ha 3anuc. OCBeH ToBa
3apajy M3UCKBAHUATA 32 ONPEAETICHO BpEMETpacHe, B IIOBEYETO CIydau
My3MKaTa ce Opsi3Ba CHOpE] HY)KHHTE Ha chcTe3aTels. ToBa BOAM 0
OcakaTsiBaHe Ha MY3MKaTa, KOATO CE€ JIMIIaBa OT MY3WKAJTHH TEMH H
pa3paboTka.

**k*k

KomkoTo u 12 akiieHTHpaM BbpXY OTIIMYHUATA, MOETO JIMYHO YOEKIEHHE €,
ye BCUYKHU TAHIIOBM TEXHMKH MOTaT Ja CH B3aMMOJSHCTBAT U B3aUMHO J1a
ce oboratsBat. Taka kKakTo B 0aleTHOTO M3KYCTBO HABJIM3AT METOMIU 3a
MOArOTOBKA HAa TSJIOTO OT TMMHACTHKATa, Taka U B XYI0XKECTBEHaTa
TMMHACTHKA HaBIM3aT TOXBATH, HM3IOJI3BAaHH MPEAUMHO B OaleTHOTO
U3KycTBO. ToBa B3aMMOJEHCTBHE B HETOBHUS ONTHUMAJEH BapUaHT
MpUOIKaBa CropTa KbM U3KYCTBOTO, @ Y€CTO M B U3KYCTBOTO MIPOHUKBAT
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IIOXBAaTH OT CIIOpTa, 0COOEHO B COJIOBUTE TaHOOBH U3IBJIIHCHUA 110 BPEME
Ha TaHIOBU CbCTC3aHUA U KOHKYPCH.

IIpumepu 3a B3auMOJEHCTBUATA MEXIY OAlE€THOTO H3KYCTBO H
XYyJO0KECTBEHATa TMMHACTHKA Ca HE CaMO KOIaTo CE U3IOJI3BAT OTACIHU
IBWXKEHUS OT €eK3epcuca M 3arpsBKara, a Korato (oco0eHo mpe3
HOCIECIHUTE JECETUIECTUsI) CE Cbh3JaJaT CIEKTAKJIM, BKIIOYBAIIU U
€JIEMEHTH OT XY 0KECTBEHAaTa TMMHACTHKA.

B Ta3u nocoka ca npeacrasienusita Ha Hemka PoGeBa®®. ChueTaBaiiku B
Kapuepata cu oOydeHueTo mo ,.bearapcku Hapomnu TaHuu' (AXY -
JIbpxaBHO X0opeorpadCcko YUIIUIIE) U 1O ,, Xy10KeCTBeHA TMMHACTUKA
KaTo chCcTe3aTell, a BIOCIEICTBUE U TpeHbop Ha Hanmonanuust ot6op mno
XYyJOKECTBEHAa THUMHACTHKa, KOraTo WpPHUKIIOYBa paboTrata CH B
Hammonanuust otbop mo xynmoskecTBeHa rumHacTthka, Hemka PobGesa
OTKpHUBa CBOE€ TMOMNpHUIIE — T[IOCTAHOBKM HA ISUIOCTHU TaHI[OBU
IIPEACTABICHUS, ChC CBOM CIOXKET U pamaryprus. Takusa ca ,,/IBa cBsaTa®,
,Opucus®, ,,l'oroBu nu cre?”, ,,Kapmen ot ®akynrera” u ap. B Tax 15
U3rpaxaa KOHQUIMKT KaTO CBIIOCTaBs TEXHUKH W IOXBATH OT
XyJI0)KECTBEHATAa TMMHACTUKA C TEXHUKHU U TMOXBATH OT OCHBPEMEHEHHU
HapoOJCHW TaHIU (HE caMO OBITApCKU TaHI, HO U PYMBHCKH, TYPCKH,
LIUraHcku U T.H.). B ,,JIBa cBsATa® ... ce CBHIOCTABAT APEBHUS MHUT U
ChBpEMEHHATa JHMCKOTEeKa. flHa OT JUCKOTeKara Momaja B CBETa Ha
MUTOBETE M JereHaure. Karo B MCTHHCKA MPUKAa3Ka UMa W U3MHUTAHUS,
YUETO MPEOJIOJISIBAHE € 3HAK 32 MBKECTBO U MPEIEHKA 3a IEHCTBUTEITHUTE
KauecTBa Ha repoute. M3muraHusTa CHIIO ca CBBP3aHU C OBITAPCKUS
(boNKIIOp - MpEeKpacHU CaMOJUBU, OMarbOCaHW €preHd U OTHEHU TyXOBeE.
Bxrouen e u 3Hak oT o0Openda ,llemepyna” — xoraTo caMOJMBHUTE Ce
MPEBPBINAT B MENEPYIH, 3a Ja U3MOJAT IbXA U Ja MOTYLIAT OrHEHUTE

% Hemka Po6esa (p. 1946) 3apbpumsa JIXY, otaen ,,brirapcku TaHuu” B Kjlaca Ha
Kupun Xapanammues (1966). Iumnomupa ce mo Xyao’kecTBeHa TMMHAcTHKa BEB BI®
nipu XKynuera llnmmvanosa. Ceere3aTen 0T HAMOHATHUSA 0TOOp 1Mo Xymo’KecTBEHa
ruMHacTHKa. TPeHbOp U PHKOBOANTEN Ha HAIIMOHAIHUS 0TOOP MO XyZ0)KECTBEHA
rumHacTHKa (1974-2000); Tpensop (ot 1976) u nmpesuneHT (ot 1994) Ha ki1y6
,.~JIeBckn”. UneH Ha koMuTeTa 3a 3amuTa Ha Pyce. JlenmyTar ot nocnegnoto HaponHo
crOpanue npeau 10 Hoem. 1989; nenyrat ot cenmoTo Benuko HapoxHO crOpanue
(1990). Ceznaren u ppbKOBOJHUTEI HA TAHIIOB aHCaMOb1 ,,HemrsHbn apt” (0T 2000), €
KOUTO MocTaBs ,,J[Ba cBara” (2000), ,,Opucus” (2002), ,,l'oroBu nu cte?” (2004) u ap, -
Bk SlHeBa, AHenus. QOIKIOPHH HalleTIBAaHUS B OaleTHH pean3anuu. biaaroesrpan;
YU ,Heodur Puncku®, c. 80.
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L[yXOBe.“26 B ,JIBa cBAra 3MesAT U HEroBUTE BOMHM TaHIyBaT

OCBBPEMEHEH BapHaHT Ha OBJrapckd HapOJHU TaHIM; CaMOJUBHUTE
TaHIyBaT XyJI0)KECTBEHAa T'MMHACTUKA, a LEHTPAJIHUTE repou SHa u
Momuni ce 3amo3HaBarT B AMCKOTEKA O] PUThMA HA TAHLIOBH TEXHUKH
KaTo JUCKO, JICHC, POK, Opelik, yanra. [IpotuBonocraBsnero Mexay 3mest
n Momumi ce NOCTUIa IOCPEACTBOM pa3IMYHU TaHLIOBU PUTMHU,
MPUYYKBAHU C PBIIE, Kpaka, TeTH, yIapHU HHCTPYMEHTH, a Ha puHana SHa
ocTaBa cbc 3Mesi, a MoM4mII OTKpHBa J1I000BTA B JuieTo Ha CamouBaTta.

I'umHacTHUYECKHUTE YIIpA)XHCHHUA C JICHTU W TOIIKHU, KOUTO HpCCh3aaBar
HEPCAITHOTO HApCTBO HA CaMOAMBUTE, Ca CbIIOCTABCHU C OCBbBPEMCHCHU A
6’[>J'II‘apCKI/I HapOACH TaHII. To3u Mojden JaBa BB3MOXKHOCT 3a CLICHHYHA
aanranuss Ha XYOOXCECTBCHATA THMHACTUKA HW3BBH IIPEACIIUTE Ha
cbCTe3aHuATa. ToBa € U Bb3MOXKHOCT gpe3 XyHd0KCCTBEHATA THMHACTUKA
Aa €€ u3rpaxaar UsAJ10CTHH CIICKTAKIIA.

Hemka PobeBa He ce orpaHn4aBa caMo ¢ TEXHHKAaTa Ha XyJOKECTBEHATa
FMMHACTHKa, @ BUHAru s ChIIOCTaBsI C IPYTY TAaHI[OBU TEXHUKU — YIUYHU
TaHLH B ,,] 0TOBM 11 cTe?*, nurancku TaHiy B ,,Kapmen ot dakynrera®,
Typcku TaHuu B ,,Opucua™. Y BbB BCHUKHM TSIX MMEHHO CBIIOCTaBKaTa
MEX/1y XyJ10’)KECTBEHAa TMMHACTHKA U CbBPEMEHHH TaHI[OBU TEXHUKH JaBa
OH3HM KOHTPAaCT, KOMUTO € HEOOXOAMM 3a M3rpa)</J1aHeTo Ha KOH(DIUKTa B
GaneTHNs (TAHIIOBHS) CIEKTAKbI. 2’

ToBa omie BEeOHBXK MOTBBpPKAaBa U MOATa TE3a, 4C B3aMMOJEHCTBHUATA
MCKAY 0aJeTHOTO HU3KYCTBO H XYHOOXCECTBCHATA T'MMHACTUKA UWMAT
6T>I[6H_Ie HC CaMO Ha HUBO CK3CPCHUC U 3arpsABKa, HO U Ha HUBO LAJIOCTHU
TAaHIOOBU MPCACTABJICHUSA.

VYOenena cpM, ye TE3W JBE HANpaBJICHHS Ouxa MOTIU Ja CH
BSaHMOHeﬁCTBaT HE3aBUCHUMO KBJEC 6’BZ[aT HpeI[CTaBeHI/I - 1aJiIn B TeaT’Bp
WIM Ha chCcTe3aTeNHus KuauM. Te Morar ga ObAaT CBBP3aHU U C JIPYTH
TAHIIOBU U CHOpTHI/I HaHpaBHeHI/ISI, HO TOBA II0 HUKAKBB HAYWH HC € B
ynn;p6 Ha HW3IIBJIHUTCINUTE, a HaHpOTI/IB - C ImomMomTa Ha paBJ'II/I‘—IHI/I

2 Busk SInesa, Auenus. DONKIOPHU HALIENBAHKS B OAJIETHU PEAIM3AIIUH.
bnaroesrpan: YU ,,Heodut Puncku®, c. 80.

27 OnuTH 3a ChYETABAHE HA XYI0)KECTBEHA TMMHACTHKA C TAHIIOBU TEXHUKHU [IPaBH U
JInnm Uraarosa B mocraHoBkata cu ,,Opdeit u EBpuanka®, Ho Mo Moe MHEHHE — HE
TOJIKOBA YCIICIIHHU.
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IOXBaTH O MOTIJIO Ja Cc€ nmpeCh3gaac U UAITOCTCH CIICKTAKbJI, C TCXHUKHU
OT PAa3JIMYHUTC HAIIPABJICHU.

HansiBam ce 3aBBbpIICHUAT AUCEPTAMOHEH TPY/ 1a JOIPUHECE 3a
M3BEX/IaHE Ha OTIMYMS MEXKIY CHCHHYHUTE M3KYCTBa M CHOPTA, KaTo
NOPE/UIOKA  BB3MOXKHHM ~ B3aUMOJICHCTBUSL MEXAY  XyJIO0XKECTBEHATa
TMMHACTHKa M 0aJeTHOTO M3KYcTBO. BsipBam, ue cumOuosara mie e mo-
MoJIe3Ha M 32 JIBETE HAIIPABICHHMS, 3aI[0TO XY/I0’KECTBEHATa TMMHACTHKA
criomara 3a pa3BUTHETO Ha Oanera, a 6a1eTHOTO H3KYCTBO TPAitHO HaBIM3a
B Xy/JI0’)KECTBEHaTa THMHACTHKA M KaTO TAaHIIOBA JICKCHKA, M KaTO OMUTH 32
ISUTOCTHU aBTOPCKH XOpeorpaduu.

KPATKHA BUOT'PA®UYHU JAHHHU HA TUCEPTAHTA

Mxyaus PomeoBa ﬁopuanona e ponena Ha 05.01.1990 rox. B rpan
Codus. Ot manka 3amoyBa Jja ce 3aHMMaBa C KJIIACUYECKH TaHIl, KaTo Mpe3
2000 rox. e mpueta B AXY (UbpxkaBHo Xopeorpadcko Yuunwuiie) -
HYTU c npodun ,,Knacuuecku taui". [Ipe3 2009 rox. 3aBbpiBa B Kjiaca
Ha /luana PaiinoBa. Chuiara roguHa e npuera cryieHTtka B Haunonanna
My3ukanna Axanemusi ,llanuo Bnagurepos", Codwus, crneunamHocTt
,banerHa nenaroruka". 3aBbpiuBa OakanaBbpcka cterneH npe3 2013 rof.
Ot 2014 ngo 2016 roxn. u3yudaBa ,banerna pexucypa" B Hamumonanna
Mysukanna Axanemus ,,Ilanuo Bnagurepos", Codus. [lapanento ¢ Toa
ot 2012 rox. pa3paboTBa CBOE TaHIIOBO CTyauoO ,,Jlkynusa", KpIeTO €
negaror, xopeorpag u pexwucbop. Ilpes 2018 roa. e XoHopyBaH
npenogaBaten B HOrozamagen yHuBepcuter ,Heoput Puncku®-

bmaroesrpan — Tutynap Ha aucuuimiiaate ,Knacmuecku TaHI,
»Xapaktepuu TaHuu, ,JlocTaHOoBKa Ha TaHUM 3a MIO3UKBI,
»llocTaHOBKa Ha TaHIU 3a BuAeokimnose”, ,,Xopeorpadcka

xkommosunus™. Ot 2020 rox. e Ha3HadeHa Ha moiaoBuH 11aT B IOro3ananen
yauBepcuteT ,,Heodut Puncku‘‘- biaroesrpan, kareapa ,,Xopeorpadus,
KBJIETO € PEOBEH JOKTOpaHT oT 2019.

VY4yacTBa € B MHOXECTBO TAHIIOBU IOCTAaHOBKM B bbirapus, Buena,
Utanus m AnGanus. Xopeorpad Ha TaHIM 3a (UIMH, BUICOKIHUIIOBE,
TEJIEBU3MOHHU INIPEJaBaHUs M TeaTpajHU IOCTaHOBKU. Pexuceop u
xopeorpad Ha coOCTBEHHM TaHIOBH cnekTaknud. Hocuten Ha Harpagu oH
Hanmonanuu u MexnyHapoaHH KOHKYPCH.
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CIIPABKA 3A IPHUHOCHUTE MOMEHTH B
TACEPTALIASITA

Ha [xynus PomeoBa Mopaanosa

»Xopeorpaduu 3a 1ena B 0aJ1eTHOTO U3KYCTBO M B Xy/105KeCTBEHATA
rumMHacTuka. [Ipouecu Ha usrpa:kaane u ycsosipane. Cneunpuku“

1. 3a oppBM 0BT € HampaBeH M0ApoO€H aHaiau3, IpU ToBa B
CBIIOCTAaBUMOCT, MEXAY ek3epcuca B OaleTHOTO W3KYyCTBO U
3aepAexkama B XyJ10’)KECTBEHATa TMMHACTHKA

2. 3a IbpBU IBT Ca MOTHPCEHU U U3BEJICHU TE3U JIBUKECHUS, KOUTO €a OT
KJIAaCUYECKHsl eKk3epcuc, HO Ce€ U3IO0N3BaT M B 3arpsBKaTa Ha
XyZA0KeCTBeHaTa THMHACTHKa

3. 3a mBpBM IBT ca WU3BEACHM TE3M J[BWXECHUS OT 3azpsekama B
XYyAOXKEeCTBEHaTa T'MMHACTHKA, KOMTO Ca IPENoOpbUMTENHU U 32
KJIACUYECKUS eK3epcuc

4. 3a obpBU IIBT CE MPABU CHIIOCTABUTENIEH aHAIU3 MEX1Y MUHHATIOPH
OT KJIacCMYecKHs OajeT M TakuBa OT XYJ0’KECTBEHAaTa I'MMHACTHKa,
KaTo 3a ILeiTa ca MOTbPCEHM TaKMBa MHUHMATIOPH, KOUTO Ja ca
pealn3upaHu 10 €HA U ChILAa My3HKa

5. 3a mppBU IBT OajeTHU TBOPOU, KOUTO ca IO CIOKETH 3a Jela, ce
aHaJIM3MpaT Npe3 NpuU3Mara Ha TAXHATa MPHIOKHUMOCT 3a JAeTcKa
nyOarKa ¥ Bb3MOKHOCTUTE TE€3U CIOXKETH Ja ObJaT M3IBJIHEHU OT
Jera-TaHbOPU

6. Krnacuduxammsara Ha B. Ilpom OTHOCHO mpHKa3KuW 3a >KUBOTHH,
BBJIIIEOHN MPUKA3KH U COIMATHO-OUTOBH MPHUKA3KH, C€ KOMEHTHpa
OTHOCHO HEHHaTa NPUIOKUMOCT M pa3jIUKU CIpsSMO OajleTHUTE
MIPUKA3KH 3a Jlena

7. IlpencraBsiM MoOsi aBTOpcKa CHCTeMa 3a oOydeHHe Ha Jela
(arrpobupana npu pabortara Mu ¢ aera B TaHoBo cTyauo ,,Jxymmsa
W Tpu TpenojaaBareickaTa MU JEMHOCT MO JUCIUIUIMHATA
LKimacmyeckn TaHn 3a oOyueHHMe Ha CTYIGHTH B Karepa
»Xopeorpadus - CHEUUaJIHOCTHTE , beiarapcka HapojHa
xopeorpadus” u ,,ChbBpeMeHHa Xopeorpadus’), KOATO BKIIOYBA U
€JIEMEHTH OT KJIACUUECKUSI eK3epcuc, U eJIEMEHTH OT 3acpAeKama Tpu
XYyJO0KECTBEHATa TMMHACTHKA.

8. 3a mbpBU BT C€ KOMEHTHPAT B JIETAUIN OTIMYUTEIHUTE OCOOCHOCTH
MEXy OaJIeTHOTO U3KYCTBO M XY/A0KECTBEHATa THMHACTHKA
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Crnen kaTo ce MPEACTaBAT CIECHIU(PUKUTE HA BCIKO OT OOCHKIAHUTE
HaIpaBJICHUs, CE€ KOMEHTHUPAT U Bb3MOKHOCTHUTE 32 CHHTE3 MK TAX
— KaKTO B 3aepsekama W eK3epcucd, Taka W Ha CIieHaTa KaTo
XyJI0)KECTBEHHU MTPOTYKTH
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INTRODUCTION

The art of ballet and rhythmic gymnastics have similar paths in
their development, although their differences are often emphasized.

Dance presents in human life as a connection with the deities in the
ancient mysteries but also as an opportunity for entertainment. However,
when dance is separated from ritual it‘s possible to participate in social
events. The Renaissance in Italy (towards the XIII century) revived
interests in ancient mythology and, respectively, in dance but without
aiming at the renovation of dances from Antiquity. In France the ability to
dance became mandatory for royal families and courtiers and Italian dance
teachers - dance masters - were hired for this purpose. Thus from the court
dances arose the classical dance, considered "serious, solemn”, as in the
Paris performance "Circe” or "Comic Ballet of the Queen (1581,
choreography Balthazar de Beaujoie - Baltazarini ) for the first time in
the title the word ,,ballet” is mentioned. This year is considered the birth
date of the art of ballet.

Rhythmic gymnastics arose a few centuries later - as a women's
sport. In the 19th century freestyle exercises were introduced into the
training system and thus the beginning of a more intensive exercises at the
expense of less complexity. In 1900 new dance elements were included in
the Swedish school of rhythmic gymnastics and Ernst Idla from Estonia
determines the levels of complexity of each of the movements. The
German Medau sets the base of the Berlin academy of "modern
gymnastics" and here for the first time special gymnastic devices were
included (1929). In 1961, rhythmic gymnastics was recognized as a

discipline under the name known to this day.



Rhythmic gymnastics are also developing in Bulgaria. More
specifically, the development of ballet art in Bulgaria began precisely with
gymnastics teachers, such as Pesho Radoev , Alexander Dimitrov and
Ruska Koleva. They make the first interconnection between ballet and its
influence on rhythmic gymnastics. They organize dance courses and
schools, publish their knowledge in newspapers and magazines and
perform dances in opera performances with their graduates. Pesho Radoev
's desire is to build a ballet school but it was not satisfied and he established
a private ballet school where children studied ballet three times a week.
The lessons are a complex of the knowledge he acquired in Prague,
Krakow, Paris and Petersburg. Their content is characteristic and includes
gymnastic exercises, stretching, free plastic and classical dance.

Bulgarian professional ballet is associated with the name of
Anastas Petrov and the premiere of the ballet " Coppelia " on February
22,1928, which was the first independent ballet performance on the Sofia
stage. As a soloist and choreographer at the Sofia Opera in 1927, he also
reminded of the need for professional ballet education. After he also had a
desire for a ballet school but it was refused, he created his own private
ballet school and it was at a significantly higher professional level and
classical dance classes have daily exercises, freestyle plastic, once or twice
a week. He started to try duet partnering that are characteristic of ballet.
His students are Asen Manolov, Nina Kiradzhieva, Lily Beron and
others.

With the arrival of Russian teachers and choreographers in
Bulgaria, the State Ballet School was established (1951), confirming the
Russian teaching system, the construction of classical exercises and the

requirements established in Russia by Agrippina Vaganova . In fact the



content of the Russian teaching system is a synthesis between the Italian
and French systems. The main requirements and names of the movements,

introduced as early as 1661 in Paris.

In the second decade of the 20th century the Russian ballet dancer
and teacher, Boris Knyazev, who worked in Bulgaria in 1920-1922 1,
created his gymnastics in which some of the movements from the classical
exercise are performed lying on the floor. This allows them to be
assimilated more easily without the dancer having to fight the earth's
gravity. Some of these movements were subsequently adopted in rhythmic
gymnastics.

In Bulgaria the separation of rhythmic gymnastics from sports
gymnastics is connected to lvanka Chakarova, Maria Antonova, Maria
Hadzhiyska, Liliana Tsvetkova and Tsvetana Atanasova. The
Rhythmic Gymnastics Federation was established At the National Stadium
“Vasil Levski” (March 16, 1964) and Liliana Tsvetkova was the first
specialist in this sport.

If in the first half of the 20th century, gymnastics teachers sowed
interest in the art of ballet and made the first systematic attempts to teach
ballet, influenced by what was learned in Western Europe, but also by
gymnastic exercises. Then in the second half of the 20th century is
happened the opposite - classical ballet teachers such as Valya Verbeva,
Biser Deyanov, etc. entered in gymnastics, who influenced the
development of rhythmic gymnastics - both through learned movements

from classical exercises and more diverse and stage choreographies.

1 Subsequently, Boris Knyazev went to Western Europe and thus his
gymnastics became famous all over the world. It is still used today.
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It should be emphasized that there are also principled distinctions.
For example: ballet art refers to the stage work which includes a synthesis
of classical, characteristic, modern dance, music, scenography and acting
task for a given role performed by the ballet artist. There are certain
physically norms in rhythmic gymnastics, using body movements similar
to classical dance and the gymnast presents his personal qualities, rather
than a specific acting role. In addition, in rhythmic gymnastics there is a
mandatory part that is considered dance, but the emphasis is on the
individual elements and not on the overall combination. This changes the
very concept of choreography in rhythmic gymnastics. This leads to
differences in the perceptions of children and viewers. It is important here
whether they are at a rhythmic gymnastics competition or a ballet
performance.

The differences deepen in choreographing for children taking into
account the physical characteristics of children, their age and their ability
to recreate a certain range of themes, relationships and interpretation of a
role. We often are witnesses how young children dancing love duets in
which they simply perform the movements but because of the lack of
experience and energy they can’t recreate the unfamiliar feelings. That's
why the selection of the theme is an important part of putting on

performances for children.

Study of the problem




10

Few studies have been devoted %to the history of ballet art . As well as
the numerous studies of the Russian ballet master Vera Krasovskaya®.
Special attention is paid to the interactions between music and
choreography (mainly in the studies of Boris Asafiev , Feodor Lopukhov
and Pencho Stoyanov). But here the differences are noticeable - Boris
Asafiev “and Pencho Stoyanov ®analyze musical forms and how they relate

to choreographic art.

2 Bakhrushin , Yuri. History of Russian ballet. Moscow: Lan , 2009, 352 p.

Burroughs , Jonathan. Choreographer's Handbook. Sofia: "Meteor " Publishing House,
2017, 230 p.

Haskell , Arnold . Ballet. Sofia: Musica, 1982, 130 pp. (translated from Spanish by
Sevil Ghiyas- bayli ).

Fokin , Mikhail. Against the stream. Leningrad: Art, 1981, 510 p.

3 Krasovskaya , Vera. Russian ballet theatre second half of the nineteenth century.
Leningrad-Moscow, Art, 1963, 552 p.

Krasovskaya , Vera. Articles about ballet . Leningrad, Art, 1967, 342 p.
Krasovskaya , Vera. Russian ballet Theater at the beginning of the 20th century.
Choreographer . Leningrad-Moscow, Art, 1971, 528 p.

Krasovskaya , Vera. Russian ballet theater in the early 20th century. Dancers .
Leningrad, Art, 1972, 456 p.

Krasovskaya , Vera. Nijinsky . Leningrad, Art, 1974, 208 p.

Krasovskaya , Vera. History of Russian ballet. Leningrad, Art, 1978, 231 p.
Krasovskaya , Vera. Epoch Nover . Leningrad, Art, 1981, 286 p.

Krasovskaya , Vera. Western Hebrew ballet theater . Leningrad, Art, 1983, 431 p.
Krasovskaya , Vera. Western European ballet theater from its origins to the middle of
the 18th century. Leningrad, Art, 1989, 296 p.

Krasovskaya , Vera. Agripina Vaganova . creative way . Leningrad, Art, 1989, 244 p.
4 Asafiev , Boris. Musicalnata form of kato process. Sofia: Music, 1985, 380 p.
(translated by Dorothea Petrov).

Asafiev , Boris. Musical form as a process. Intonation. Moscow: Music , 1957, 286 p.
Asafiev , Boris. Symphonic etudes . Leningrad: Music , 1970, 264 p.

Asafiev , Boris. Musical form as a process. Leningrad: Music , 1971, 376 p.

Asafiev , Boris. About music Tchaikovsky . Leningrad: Music , 1972, 376 p.

Asafiev , Boris. About ballet . Leningrad: Music , 1974, 296 p.

Asafyev , Boris. About symphony and chamber music music . Leningrad: Music , 1981,
216 p.

5 Stoyanov , Pencho. Musical analysis. Sofia: Music, 1993, 224 p.

Stoyanov , Pencho. Analysis - music - choreography. Sofia: (no publisher mentioned),
2001, 220 p.
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While in the studies of Jean-Georges Nover 8, Feodor Lopukhov
"and in the later studies of Rostislav Zakharov 8and Georgi Abrashev °, the
relationship between music and choreography is analyzed from the point
of the choreographer and how the choreography corresponds/or does not

correspond/ to the musical forms.

The connections between choreography and music in the larger

dance forms are also analyzed.°

Analyzes are made of how a work of literature (a story, a fairy tale,
a novel) turns into a stage work. 'Dr. Stavri Angelov discusses *?how

literature are transformed into stage forms for children.

6 Nover , Jean. Letters on Dance and Ballets . Leningrad: Academia , 1927, 375 p.

" Lopukhov , Feodor. Ways of the choreographer. Berlin: Petropolis , 1925, 179 p.
Lopukhov , Feodor. sixty years in ballet . Moscow, Art , 1966, 368 p.
Lopukhov , Feodor. Choreographic frankness . Moscow: Art , 1972, 216 p.

8 Zakharov , Rostislav. Notes of a choreographer . Moscow: Art , 1976, 351 p.
Zakharov , Rostislav. Dance Composition : Pages pedagogical experience . Moscow:
Art, 1983, 224 p.

9 Abrashev , Georgi. Composition and form for dance. Sofia: Vulkan-4, 2001, 217 p.

10 Katonova , Svetlana. Music Soviet ballet. Leningrad: Art, 1990, 416 p.

Kosacheva , Rimma . About music foreign ballet: experience research . Moscow: Music
, 1984, 301 p.

Yaneva , Anelia. Choreographic and genre transformations into ballets from the
classical repertoire. Sofia: Institute for Art Science, BAN, 2009. 576 p. (second chapter)

11 Karp, P oel . Oh ballet . Moscow: Art, 1967, 226 p.

Carp, Poel. Ballet and drama. Leningrad : Art, 1980, 241 p.

Yaneva , Anelia. Choreographic and genre transformations in ballets from the classical
repertoire. Sofia: Institute of Art Studies, BAS, 2009. 576 pp. (first and third chapters)

12 Angelov , Stavri. Musical and scenic creativity for children in Bulgaria in the second

half of the 20th and the beginning of the 21st century. Literary characters and stage
adaptations. S.: 2019, 546 p.

11



12

There are fewer studies related to the development of classical

dance and classical exercisel3

There are even fewer analyzes of individual movements than the
classical exercise. At the same time they are in two directions. The first
presents basic requirements for the studied movements and their teaching
methodology. In this direction, the research of Agrippina VVaganova, which
has been repeatedly republished, is fundamental 4. In later studies is
commented not the requirements for assimilation of the individual
movement but how the movement becomes more complicated in next level

classes of ballet training *°.

Significantly less researches have been devoted to rhythmic

gymnastics, some of which %are fundamental:

13 Block , Love. Classical dance. History and modernity . Moscow: Art , 1987, 556 p.
Dobrovolskaya , Galina. Dance, pantomime, ballet. Leningrad: Art, 1975, 128 p.
Tarasov , Nikolay. Classical dance. Moscow: Iskustvo , 1971, 492 p.

Shopova , Maya. Classical dance is the basis for the creation of dance theater. S.:
Bulgarian Bookstore, 2003, 248 p.

Yaneva , Anelia. Interactions between classical and modern dance in Bulgaria.
Processes in the Bulgarian ballet. Sofia: Express Print , 2004, 296 p.

14 vaganova , Agripina. Basics classical dance. Leningrad-Moscow: Publishing house
Art, 1948, 170 p.
Vaganova , Agripina. Fundamentals of classical dance, Leningrad: Art, 1980, 189 p.

15 Bazarova , Nadezhda. Classic dance. Leningrad: Leningrad branch of Art, 1975, 182
P

Bazarova , Nadezhda. May, Barbara . ABC of classical dance, Leningrad: Art , 1983,
208 p.

Kostrovitskaya , Vera. 100 lessons classical dance. Leningrad: Leningrad Art
Department, 1972, 238 p.

Bogoeva , Kalina. Methodology of movements in classical dance. Sofia: Tip-top Press,
2008, 176 p.

Draguleva , Liliana. Methodology of teaching classical dance, Sofia: Defecto , 2008,
447 p.

16 Bobrova , Galina. Rhythmic gymnastics at school . Moscow: Physical Education and
Sport, 1978, 110 p.
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However, studies that specifically address pedagogy and

choreography for children in gymnastics are rarer and understudied 7.

For the purposes of the dissertation, I will also use main research

connected to children related to children's perception®®,

Children and children's issues require special attention, especially
regarding their reception to dance. This also includes studies of ballet
teachers who analyze children’s ability to learn certain technical elements
and children’s ability to learn certain ballet exercises from an early age *°.
Children's ability to perceive is also important and when that is possible®.

Until now the relationship between ballet art and rhythmic

gymnastics has not been investigated.

Nor as interactions between exercise and warm-up.

Gateva , Maria. Technical training in rhythmic gymnastics Part 1 Body exercises, Sofia
"BULGET OOD", 2020, 136 p.

Nedyalkova, Gyurga. Rhythmic gymnastics for the youngest, Sofia: Medicine and
Physical Education, 1987, 145 p.

17See Bourget , Paul. Dance teacher. Sofia: Publishing House, Mosaic of Famous
Modern Novels, 1927, 134 p.

Lisitskaya , T. Choreography in gymnastics . Sofia: "Grif UMO SPO" Publishing
House, 2018, 163 p.;

8Banova, Vesela. The child from 3 to 6 years. Sofia: "Veda Slovena " Publishing
House, 2000, 20 p.

Gilles, Rene. A practical guide for applying a methodology for researching the social
adaptability of the child. Paris: 1945, 70 p.

Minchev, Boris Guide to the Study of the Child - Part I. Sofia: "Veda Slovena "
Publishing House, 2000, 400 p.

Mincheva, Nevena. Psychological features of cognitive and personal development
during middle childhood. Sofia: "Veda Slovena " Publishing House, 2000, 33 p.

¥ Ilieva, Maria. My ballet. Sofia: Janet-45 Publishing House, 2009, 48 p
20 seiffert , D. Pedagogy and psychology of dance - notes of the choreographer.
Moscow: " Lan " Publishing House, 2015, 125 p.
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Nor in productions for children in ballet and rhythmic gymnastics.

The possibilities for interactions between ballet art and rhythmic

gymnastics as art products have not been explored either.
This determines the purpose of the present study.

The purpose of the present study is to look for similarities and

differences in the methods of training in ballet art and rhythmic
gymnastics; to analyze similarities and differences in staging miniatures
and full plays for children; to propose a working model for teaching and

learning choreographies for children.

The object of the research is in two directions related to dance -

ballet art and rhythmic gymnastics.

The subject of research is how movements from rhythmic

gymnastics can be used in the training process and in ballet art. As well as
the opposite — the possible impacts of ballet exercise in rhythmic

gymnastics.

The assignments are:

e To analyze specifics in the ways of dance training of children -
in the ballet exercise and in the warm-up in rhythmic
gymnastics;

e Toderive rules for teaching specific to children;

e To analyze choreographies for children - miniatures and
complete performances;

e To outline the basic requirements for the preparation of
choreographies for children in ballet art and rhythmic

gymnastics;

14
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e To propose rules related to the construction of choreographies
for children;
e To propose a system for training children in the preparation of

author's choreography with a children's theme;

Research methods:

e Researching sources of information;

e Comparative analysis and synthesis between the processes in
ballet art and in rhythmic gymnastics;

e Analytical - through comparisons from the small (movement)
to the general (overall dance form);

e Methodological - based on problems in teaching ballet art and

rhythmic gymnastics.

Expected results

| hope that the completed dissertation will contribute to bringing out the
distinctions between the performing arts and sports by suggesting possible
interactions between rhythmic gymnastics and the art of ballet. I am
convinced that the symbiosis will be more useful for both directions,
because rhythmic gymnastics helps the development of ballet, and ballet
art permanently enters rhythmic gymnastics both as a dance vocabulary
and as attempts at complete original choreographies.

Structure of the study:
The dissertation consists of an Introduction, four chapters and a
Conclusion .
Main ideas, aims and objectives of the research are presented in the
introduction
As far as the material and focus of the four chapters presented
are quite different, the approach to the analyzes is also different.

15
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In the first chapter - CLASSIC EXERCISE IN THE ART OF BALLET
AND WARM-UP IN ARTISTIC GYMNASTICS. MATCHES. DISTINGUISHING

MARKS - | focus on the smallest " unit” of the choreography - the
movement, as concisely as possible I will look for and explain movements
that are common to both the exercise and the warm-up in rhythmic
gymnastics; those that are characteristic of only one of the two directions;
and those that are rarely used.

I thoroughly and in detail examine the similarities and differences
in rhythmic gymnastics and ballet, starting with foot positions, arms,
moves, basic movements, batsmen , jumps, from both ballet and rhythmic
gymnastics.

| present movements that are used only in the classic exercise . And
movements that are only used in rhythmic gymnastics. | also look at those
that function both in the classical exercise and in the rhythmic gymnastics
warm-up, looking for parallels between them.

In the second chapter - " DANCE MINIATURES FOR
CHILDREN IN BALLET ART AND ARTISTIC GYMNASTICS" - |
expand the scope by looking for similarities and differences in
choreographic miniatures in dance and in rhythmic gymnastics realized to
the same music. I analyze how well the choreography created corresponds
or relates to the form and message of the music.

I look at several dance miniatures, on the same music, for
choreographies in ballet and routines in rhythmic gymnastics, comparing
their choreographic solutions, and in some of them I also include
choreographic developments in figure skating.

dance miniature is characteristic of the smallest structures of the
dance. Each miniature is considered in its musical form and how it looks
through the eyes of the choreographer in a dance piece or a routine in
rhythmic gymnastics.

As an example, I would point to one of the most famous miniatures
to the music of Saint- Saéns "The Dying Swan" choreographer Fokin ,
"Dolls" to the music of Lyadov choreographer Vainonen , routines in
rhythmic gymnastics to music from the ballets "Don Quixote", "
Raymonda ", Esmeralda”, Ravel's Bolero.

16
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In the third chapter - COMPLETE CHOREOGRAPHIES
FOR CHILDREN IN THE ART OF BALLET - the focus is further
expanded by commenting on ballets for children. In them, the separate
movements and the correlation of the choreography to the music are less
affected, giving way to the dramaturgy , thanks to which a story
performance for children is built.

The third chapter is focused only on story ballet works for children,
without commenting on those in rhythmic gymnastics, as she does not yet
strive to build large-scale story works.

I look first at fairy tales for children, productions for children -
ballets. | analyze them according to dramaturgy, music and choreography,
looking at the main primary sources of children's tales, divided into three
categories - animal tales, social and household tales, and magic tales.

In the first category, namely " Animal and Bird Ballets", | examine
the ballets "Petya and the Wolf" - music by Prokofiev, "Whirlwind Horse™
- music by Shchedrin and "Firebird" - music by Stravinsky.

As in most fairy tales and more specifically in fairy tales-ballets,
along with the real ones, there are also magical characters that have their
impact on children and they watch and learn about these ballets with
interest and pleasure, and some of the children subsequently become part
of this art.

In the second category " Ballet versions of social and folk tales™
are included the ballets "The Doll Fairy" - music by Bayer, "Cinderella" -
music by Prokofiev and " Cipolino " - music by Karen Khachaturian .

Here it seems that images and episodes from real life are affected
to a greater extent, but presented in an appropriate way, so that the child's
attention is fully engaged.

In addition, in these ballets there are more comic images and
situations that refresh the performances.

The third category is " Ballet Tales of Magic ", to which | have
included the ballets "Sleeping Beauty" music by Tchaikovsky,
choreography by Petipa ; "The Nutcracker" music by Tchaikovsky,
choreography by Lev Ivanov and "Swan Lake" is mentioned, but not
discussed in detail, because the plot is not for children, but the music of
Tchaikovsky and the choreography of Petipa and Lev lvanov create the
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magical atmosphere that children like so much and that's why this ballet is
the most watched in the world.

Fourth chapter - WORKING WITH CHILDREN.
REQUIREMENTS. APPROACHES - brings us back to movement
again. | offer my author's methodology for training adolescents, in which
| combine elements of exercise in ballet art and warm-up in rhythmic
gymnastics, but I also include rhythmic exercises, acrobatic movements
from sports gymnastics and dance improvisation, adding also my own
exercises that | apply with children from 4 years of age to mature
professional dancers .

This is the chapter in which | present my author's classes , which
are based on the age differences and skills of ballet students and students.

My requirements are different for different groups, and in addition
to the generally accepted movements from ballet exercises and warm- ups
from gymnastics included in my lessons, | have also relied on my choice
of practical combinations and dances, for example:

e in the group from 4 to 8 years everything is presented in the form
of games and entertainment.

e inthe group from 9 to 13 years, the workloads are greater, the work
time on the loom is more and the dance placement is not only in a
classical aspect, but also characteristic and modern dances are
included. I also include thumb work here.

e inthe 14 - 18 year old group, the exercise and warm-up become
more complicated, with the included combinations being
performed at a faster pace and with greater amplitudes. Learned
movements, jumps and combinations are performed in addition to
shoes and thumbs.

In all three groups, there are rhythmic exercises performed with hands,
feet or objects, such as tambourines, castanets, scarves, etc.

e sample class for dancers studying in higher education institutions.

Apart from the common to all movements of the loom , medium, jumps
and short combinations / considering the fact that the students are majoring
in Choreography, the exercise is of medium difficulty, with more emphasis
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on the placement of dances in different genres , and this enriches their
dance culture and stage practice.

The second most important thing for me as a teacher, after the
exercise in ballet, is stage practice at any age, and therefore the
participation of my students in concerts, competitions, seminars, ballet
productions and other performances is of great importance, not so much
for receiving awards as for consolidating what has been learned, safety on
stage, working with partners, orientation and ability to deal with
unforeseen situations, i.e. acquiring a certain professionalism.

The CONCLUSION offers summaries and comparisons.

The cardinal difference between the art of ballet and rhythmic gymnastics
is in the main functions and goals that they set as the end result.

It is a well-known distinction that rhythmic gymnastics is a sport and ballet
is an art. But what does that actually mean?

In rhythmic gymnastics, the technical part of the performance is
emphasized to a greater extent, while in ballet the technique used is only a
means to build images and drama.

In the art of ballet, the development and upgrading of physical abilities of
the dancer is not a primary goal. It serves only to enable the performer to
have the appropriate movements and competences through which to
construct a given role in the general dramaturgy of the performance. The
technical performance must also be spiritualized through appropriate
choreography to build images.

In rhythmic gymnastics, one cannot talk about drama, because in the sport
certain norms are covered, but no artistic image is sought. The performer
demonstrates his technique, demonstrates himself.

In rhythmic gymnastics, the competitor, through his technical skills,
proves himself; in ballet, the dancer does not present himself, but the
image he builds. He is in a role — he recreates the character and performs
the assigned movements on his behalf . Then the story line, the dramaturgy
of the piece comes to the fore, not the dancer himself.

Even when the performance is independent (variation, monologue) and not
part of a complete performance with a story line, it still emphasizes the
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image created by the artist, the story he tells through his body, and not the
specific movements. which he uses.

And when it comes to a duet, trio or group performance, the emphasis is
certainly on the relationships of the respective characters - looking for
characteristics for each of them, tracing their individuality and
interactions. There are no duets, trios or quartets in rhythmic gymnastics .
Rhythmic gymnastics is based on solo performances.

The same division is observed in ensemble dances .

Mass dances in ballet art fall into two categories - entertainment (mostly
characteristic dances - Spanish, Hungarian, Russian, Chinese, Indian, etc.)
and Grand pas d'ensemble (mostly in the style of classical dance).
However, a dramatic line of interactions between soloists and ensemble
can be found in them too, since both in the characteristic dances (
divertissement ) and in the classical dances ( Grand pas d ensemble ) there
is almost always an alternation of solo ( duet ) performances and ensemble
performances. performances. In mass dances, synchronicity is important
(for example, the swan scenes from Swan Lake, the Waltz of the Flowers
from Sleeping Beauty, the shadows from Bayaderka, etc.), but although in
these dance forms to a much greater extent degree is emphasized on
dancing and to have more opportunities to demonstrate technique,
synchronicity is not an end in itself . She recreates a collective image (of
swans, shadows, flowers, etc.).

Quite naturally, there is no story line in rhythmic gymnastics ensemble
routines. The desired effect of synchronicity in performance is further
complicated by the use of equipment (balls, bands, hoops, bats, ropes or
mixed equipment). In this aspect, synchronicity is extremely difficult to
achieve and is truly a mark of supreme mastery. Artistry is separately
valued, emphasis is placed on expressiveness, but it is additionally brought
into this type of sport and significantly less important. However, in the
ensemble routines of rhythmic gymnastics, there is no internal division of
soloists and ensemble , on the contrary — the impact comes from the
uniformity of the performance and the truly masterful skill of transferring
equipment from one competitor to another (especially in mixed
equipment).

For the overall impact of the story line in ballet art , the choreographic
direction is of great importance , by means of which the individual
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fragments are mounted and superimposed and the relationships between
the characters are made more visible L. In rhythmic gymnastics, there is
no direction, since there is no relationship between the characters, and no
conflict between them.

In the art of ballet, scenography , the costumes of the characters, which
represent where and when the action takes place, are important. There is
no set design in rhythmic gymnastics. But on the other hand, the costumes
are no longer chosen only for beauty, but are burdened with the
requirement of representing the era and nationality of the performance,
often it is the costumes that make the connection with the era and
nationality of the music. This is how rhythmic gymnastics slowly begins
to look for images, to recreate an era and a nationality. Which can
subsequently lead to the construction of images (roles). But still, the
clothing in rhythmic gymnastics is limited, since in gymnastics there are
many rolls , balls, high leg throws, playing with apparatuses, and the
costume should not be different from a leotard, because richer and tighter
clothes will interfere with the performances.

*k*k

The differences between the art of ballet and rhythmic gymnastics are
more visible in competitions and performances. At exercise and warm-
up these distinctions diminish, since in both the aim is to warm up and
prepare the body for the next more complex performances.

Of course, there are movements specific to classical exercise and those
specific only to rhythmic gymnastics. But there are also movements that
gradually penetrate from exercise to rhythmic gymnastics and vice versa.

One of the most important differences, however, is that in the ballet
exercise , all the movements are subsequently "mounted” on the thumbs
and with the learned combinations, which can be part of a dance
composition or part of a dance, while in the warm-up of the artistic

21 Choreographic direction is superstructural - it uses the knowledge of choreographic
composition (when composing the individual dance, but by building multiple dances it
builds the overall structure and hierarchies in the work) and choreographic dramaturgy
(when creating the stage narrative, the relationships between the characters and the main
dramaturgical conflict)... The choreographic direction ... makes visible the conflict
between the characters and the director 's concept of the recreated events"” - see Yaneva
, Anelia. Architectural principles of choreographic direction in the art of ballet. S.:
Institute for Arts Research, 2020, p. 17.
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gymnastics movements serve only for warm-up - to achieve greater
flexibility, but without being used subsequently in the combinations.

However, the interactions between exercise and warm -up are much more.
The classical exercise ( stand , middle and allegro ) has a positive
influence on rhythmic gymnastics as well. It develops coordination in the
work of the legs, body, head and hands. It affects the compositions,
coordination and clean execution of gymnastic routines. It develops
danceability and memory. On the other hand, a significant part of the
warm-up movements in gymnastics can also be used in classical exercise
, as far as they help to develop the physical data of the child - turning the

legs, a larger stride - the so-called bigger " step " .

Regardless of the fact that one is treated as a sport and the other as an art,
they are interrelated and with the correct construction of the lesson by the
teacher or coach, the use of movements and exercises from the other
direction could help to further develop different qualities.

Therefore, in recent years, more and more movements from the exercise
are used in rhythmic gymnastics. And vice versa - there is an increase in
the movements that are borrowed from rhythmic gymnastics and
implemented in the ballet exercise - especially during warm- ups to
achieve greater elasticity of the muscles and greater openness of the legs.

Based on my personal experience, my observations and my practice in
both directions, my opinion is that it is useful for children who are involved
in ballet to have gymnastics classes and also for gymnasts - to have ballet
classes. | would recommend at the initial level of training, in order to work
out flexibility and develop the physical data of the child, to use gymnastic
exercises on the ground, which are repeated many times. | think this will
help with endurance and muscle development.

It is a fact that many of the stars of ballet art trained in rhythmic gymnastics
before turning to ballet. Such are the French Sylvie Guillem 2, the
Russians Maria Horeva 23, Diana Vishneva 2*and others.

22 prima Ballerina of the Grand Opera - Paris.

ZPrima Ballerina of the Mariinsky Theater - St. Petershurg

24Prima ballerina of the Mariinsky Theater - St. Petersburg and of the American Ballet,
who works with the famous choreographers Maurice Bazaar , John Neumeier , Jiri
Kilian , etc.
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However, when it comes to giving a visual example to children, I
emphasize that the ballerina dances on her toes and the gymnast does not;
the ballerina dances with a partner, the gymnast does not; and that the
ballerina does not include a hoop, ball, rope, batons and ribbon in her
performances. These are the easiest differences for children to perceive
between ballet and rhythmic gymnastics.

*k*k

There are differences and similarities not only in the selection and use of
different movements, but also in the place of training for gymnasts and
ballet dancers.

In rhythmic gymnastics, there must be a gymnasium that is huge in size so
that movements with equipment (hoops, bands) that require greater height
and width of the hall can be easily perfected. A gym can be equipped with
machines and mirrors, although it is not required. The ballet hall must also
have looms and mirrors.

In the gymnasium, it is played on a carpet that softens the movements of
the competitors. While in a ballet hall, the requirements are for a floor
covering suitable for finger technique - that is, not current soft, even if it
is elastic (usually a wooden floor, and in recent years - a self-leveling floor
screed). It should be borne in mind that unsuitable flooring is a prerequisite
for injuries.

Gymnasts train with nails, but in ballet they wear shoes and thumbs. That
is why gymnasts only step on half-toes, and this also changes their gait.

The place for training and competitions - in gymnasiums; on theater and
opera stages during performances also changes the impact on the audience.

Although in recent decades, ballet competitions held in a sports hall have
become more frequent. However, then a floor suitable for dancing must be
added. However, until now there have been no cases of a rhythmic
gymnastics competition being held on a theater stage.

**k*

And another significant difference - the age of the performers . In
rhythmic gymnastics, competitors are mostly girls from 5 to 18-20 years
old and after this age they are usually profiled as coaches.
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In the art of ballet, they can also start from 4-5 years old, but their career
is significantly longer and they can work /dance/ until about 40 years of
age, and sometimes even later. The reason for this longevity is the correct
performance of a classic exercise , which is structured in such a way that
it preserves the bone system, joints and tendons for a longer time, even
with proper work it helps longevity both on stage and in life.

*k*k

The musical accompaniment also marks some distinctions. In the art of
ballet, notes are made and the musical fabric is torn much less often.
Usually the music is as the composer created it. Especially when it comes
to ballet performances. In most cases, the music is symphonic, performed
by a full-scale orchestra. When there is no possibility of performances with
an orchestra, the music is recorded - again in the performance of an
orchestra and the performance is under a phonogram, but the music
remains unchanged.

During the ballet exercise , the musical accompaniment is performed on a
piano - then the combinations are smaller and the accompanist monitors
not only the tempo and rhythmicity, but also to find such musical
fragments whose accents coincide with the accents in the dance. Especially
important are these matches in the jumps. The ballet exercise can also be
accompanied by a musical recording, but then these accents are more
difficult to achieve, and because of the repetition of the same musical
recordings, the teacher is forced to invent the combination in such a way
that it repeats the musical structure, and this inevitably leads to uniformity

In rhythmic gymnastics, performances are recorded. Also, because of the
time requirements, in most cases the music is cut according to the
contestant's needs. This leads to mutilation of the music, which is deprived
of musical themes and development.

**k*

As much as | emphasize distinctions, my personal belief is that all dance
techniques can interact and mutually enrich each other. Just as methods for
preparing the body from gymnastics enter the art of ballet, so also
techniques used primarily in the art of ballet enter rhythmic gymnastics.
This interaction, in its optimal version, brings sports closer to art, and often
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art is permeated with concepts from sports, especially in solo dance
performances during dance competitions and contests.

Examples of the interactions between the art of ballet and rhythmic
gymnastics are not only when separate movements from exercise and
warm-up are used, but when (especially in recent decades) performances
are created that also include elements of rhythmic gymnastics.

The performances of Neshka Robeva are in this direction 2°. Combining in
her career the training of Bulgarian Folk Dances (DHU - State
Choreographic School) and Rhythmic Gymnastics as a competitor and
subsequently coach of the National Rhythmic Gymnastics Team when she
finished her work with the National Rhythmic Gymnastics Team, Neshka
Robeva found her own field - productions of complete dance
performances, with her own plot and dramaturgy. Such are "Two Worlds",
"Orissa”, "Are you ready?", "Carmen from the Faculty” and others. In
them, she creates a conflict by comparing techniques and techniques from
rhythmic gymnastics with techniques and techniques from modernized
folk dances (not only Bulgarian dance, but also Romanian, Turkish,
Gypsy, etc. ). In "Two Worlds" ... ancient myth and modern disco are
juxtaposed. Yana from the disco falls into the world of myths and legends.
As in a real fairy tale, there are trials, overcoming which is a sign of
manhood and a judgment of the real qualities of the heroes. Trials are also
connected with Bulgarian folklore - beautiful samodives, bewitched
bachelors and fiery spirits. Also included is a sign from the "Butterfly" rite
- when samodivas turn into butterflies to beg for rain and extinguish the
fiery spirits.” 2°In "Two Worlds, the Dragon and his warriors dance a
modernized version of Bulgarian folk dances; the samodivas dance
rhythmic gymnastics, and the central characters Yana and Momchil meet
in a disco to the rhythm of dance techniques such as disco, dance, rock,

% Neshka Robeva (b. 1946) graduated from DHU, department of "Bulgarian dances" in
the class of Kiril Haralampiev (1966). Graduated in Rhythmic Gymnastics at VIF under
Julieta Shishmanova. Competitor of the national team in Artistic Gymnastics. Coach
and head of the national rhythmic gymnastics team (1974-2000); coach (since 1976)
and president (since 1994) of Levski club. Member of the Committee for the Protection
of Ruse. Deputy from the last National Assembly before November 10. 1989; Member
of the Seventh Grand National Assembly (1990). Creator and leader of the dance
ensemble "National Art" (since 2000), with whom he staged "Two Worlds" (2000),
"Orissa" (2002), "Are you ready?" (2004) and others , - see Yaneva, Anelia. Folkloric
whispers in ballet realizations. Blagoevgrad: Ul "Neofit Rilski", p. 80.

%See Yaneva, Anelia. Folkloric whispers in ballet realizations. Blagoevgrad: Ul "Neofit
Rilski", p. 80.
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break, chalga. The confrontation between Zmeya and Momchil is achieved
by means of different dance rhythms, hammered with hands, feet, gags,
percussion instruments, and in the final Yana stays with Zmeya, and
Momchil finds love in the face of Samodivata.

Gymnastic exercises with ribbons and balls, which recreate the unreal
kingdom of samodives, are juxtaposed with the modernized Bulgarian folk
dance. This model allows for the stage adaptation of rhythmic gymnastics
beyond the limits of competitions. This is also an opportunity to build
complete performances through rhythmic gymnastics.

Neshka Robeva does not limit herself to the technique of rhythmic
gymnastics, but always compares it with other dance techniques - street
dances in "Are you ready?", gypsy dances in "Carmen from the Faculty",
Turkish dances in "Orisia”. And in all of them, it is precisely the
juxtaposition between rhythmic gymnastics and modern dance techniques
that provides the contrast that is necessary for the construction of the
conflict in the ballet (dance) performance.?’

This once again confirms my thesis that the interactions between ballet art
and rhythmic gymnastics have a future not only at the level of exercises
and warm-up, but also at the level of complete dance performances.

I am convinced that these two trends could interact regardless of
where they are presented - whether in the theater or on the race carpet.
They can also be connected with other dance and sports disciplines, but
this is in no way to the detriment of the performers, on the contrary - with
the help of different techniques, a complete performance could be
recreated, with techniques from the various disciplines.

e | hope that the completed dissertation will contribute to bringing
out the distinctions between the performing arts and sports by
suggesting possible interactions between rhythmic gymnastics and
the art of ballet. I believe that symbiosis will be more useful for
both directions, because rhythmic gymnastics helps the
development of ballet, and ballet art permanently enters rhythmic

27 Attempts to combine rhythmic gymnastics with dance techniques were also made by
Lili Ignatova in her performance "Orpheus and Eurydice", but in my opinion - not so
successful.

26



27

gymnastics both as a dance vocabulary and as attempts at complete
original choreographies.
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REFERENCE ON CONTRIBUTION POINTS IN THE
DISSERTATION

of Julia Romeova Yordanova

""Choreographies for children in ballet art and in rhythmic
gymnastics. Construction and absorption processes. Specifics'

For the first time, a detailed analysis was made, and in comparability,
between the exercise in ballet art and the warm -up in rhythmic
gymnastics

For the first time, these movements, which are from the classical
exercise , but are also used in the warm-up of rhythmic gymnastics ,
were searched for and displayed.

For the first time, these movements have been brought out of the
warm-up in rhythmic gymnastics, which are also recommended for the
classical exercise

For the first time, a comparative analysis is made between miniatures
from classical ballet and those from rhythmic gymnastics, and for this
purpose, such miniatures were searched that were realized to the same
music

For the first time, ballet works based on children's plots are analyzed
through the prism of their applicability to children's audiences and the
possibilities of these plots being performed by child dancers

. V. Propp 's classification of animal tales, magical tales and socio-
habitual tales is commented on its applicability and differences to
children's ballet tales

| present my author's system for teaching children (tested in my work
with children in Dance Studio "Julia” and in my teaching activity in
the discipline "Classical Dance" for training students in the
Department of "Choreography" - the specialties "Bulgarian Folk
Choreography™ and " Contemporary choreography™), which includes
both elements of the classical exercise and elements of the rhythmic
gymnastics warm -up.

For the first time, the distinguishing features between the art of ballet
and rhythmic gymnastics are commented in detail

. After presenting the specifics of each of the discussed directions, the
possibilities of synthesis between them are also commented on - both
in the warm -up and exercise , and on stage as artistic products
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