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YBOJ

CBBpEeMEHHOTO TMOHSTHE 32 KyATypa ce Gopmupa B Kpast Ha 18-Tu n
HayanoTo Ha 19-tu Bek B 3amaana EBpomna. OnpeneneHn aBTOpPH 3arouBaT
Ja OIpenensT KyiaTypaTa KaTo ,Hail- noOpoTo Helo, Koero e Omio
Ch31aJCHO MM Ka3aHO* M BCHYKO, KOETO HE MOMNaja B Ta3U KaTeropus ce
XapaKTepU3upa KaTo Xaoc U aHapXusl.

B cBBpemuero ompeaereHd COLMAIHM TPYNH Ch3JaBaT CBOU
CyOKyNITYypH, KOUTO OT €IHa CTpaHa MMaT CBOM COOCTBEHHM E€CTETUYECKH,
COLIMAJIHU, PEIMTHO3HH, Teorpa)CKu U APYTrU (akTopH, HO OT Jpyra CTpaHa
OKa3BaT BJIMSHUE Ha OOIIOTO MOHSTHE 3a KYJATypa, BbBEKAANKH KYITYpHH
MHOBAIMM ¥ HOBHU KYITYPHH MOJIENH.

IIpe3 70- te romuuu Ha 20-Tu Bek B rpajckute rera Ha CAII] ce
NOSIBSIBA MIMEHHO TaKOBa CYOKYJITYpPHO SIBJIEHHE- XUI-XoIl. Ta3u Kyntypa Ha
appoaMepUKaHCKUTE MJIJISKH OT Hali- OEIHUTE PaiiOHN Ha aMEPUKaHCKUTE
rpaJoBe caMO 3a HSIKOJKO JECETHICTHs YCIsBa Ja 3aBilajiee IETHus CBST,
pa3BUBaliKu ce MO CBOM COOCTBEHM IpaBHiia U Jia ce NMPEeBbpHE B INI00aIHA
KyJITypa Ha MJIQJUTE 110 LIEHs CBSAT.

[sanaTa Tasw [OUHAMHKA W CBETOBHA EKCIIAH3US Ha XMII-XOII
KyJITypaTa, M€ MOTHBHpa Ja m30epa 3a CBOsS TpyH MpoOieMaTHKaTa, KOATO
IIPOCIIEsIBaM B pa3lMCaHUTE TO-J0TY YSTUPH TJIaBU.

H3cnenoBaTeckusit npoﬁneM

WscnemoBaTenckuaT mpoOieM € TMOpoaeH OT HEeoOXOAMMOCTTa OT
n3y4aBaHE€ W AHAIM3MPAHE HA  NPOM3XOJa,  €BONMIOIMATA U
Pa3npOCTPAaHEHNETO Ha XHWI-XOI KYJITypara IO CBETa M B YaCTHOCT B
Bbearapus. BaxkHo MscTo 3aeMa W HEOOXOMUMOCTTa OT HW3y4aBaHE U
CHCTeMaTH3MpaHe Ha TEPMHUHOIOTHITA B oOjacTTa Ha Xxopeorpadusara u
METOJIMKaTa Ha TPETOaBaHe Ha XUIT-XOI TAHIIH.

JIngHUAT ¥ PO ECHOHATHUAT MU MOTHB TIpH M300p HA TeMara 3a
JMCePTalMOHHMS TPYyJ ca, 4e Bede OT 25 TomuHM CbM B cdepaTa Ha
CIIEHMYHOTO TAHIOBO M3KYCTBO M ChM IIPSK YYacTHHK M HaOmomaTed B
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WHTEPIPETHPAHETO HAa XHUII-XOMAa B AaBTOPCKU Mpou3BeaeHus. MHrepec
TIPE/ICTaBIIsIBA U OrPaHUUYCHUAT OpOH M3cnenBaHUs MO TeMara B beirapus.
Bbrnpekn Hanmmumero Ha OrpaHumueH OpoM W3CienBaHMS W ITyOJIMKAaLUH
CBBpP3aHH C XHII-XOI KYJITypara, B oOJacTTa Ha TaHIIOBOTO M3KYCTBO
TEOpeTUYHUTE pPa3pabOTKu ca Bce Olle TBbPAE HexocTaTbyHu. He
CBIECTBYBAT Hay4YHH pa3pabOTKH IO TeMmara, a MOHOrpadu4eH Tpyd OT
OBJIrapCKH aBTOP U3IIAIO JIUIICBA.

AKTyaJIHOCT H 3HAYUMOCT HA TeMaTa

W3cnenBaHeTo e akTyanHO, 3aI10TO OT €Ha CTpaHa 3a IbPBU II'BT CE
pasriIexIaT BbIPOCUTE CBBP3aHU C XUII-XONA KaTO KYJITypa U B YaCTHOCT
XHII-XOI TaHLIUTE KaTo xopeorpadcka NUCIMIUIMHA U CUEHUYHO M3KYCTBO,
a OT Jpyra MHTEPEChT KbM XMII-XOIl KYITypaTa M XHUII-XOI TAHLHUTE €
3HAYUTEJIEH U M3KIIOUUTENIHO aKTYaJleH, OLUE I[IOBEYE C INPUEMAHETO Ha
Opelika KaTo OJMMIHKCKA TUCIUILIMHA.

Haii-0011o BBIpOCHTE, KOMTO CH IOCTaBsIM, U OTTOBOPHUTE, KOHTO
ThpCs, Ca KaKBH Ca MpPOLECUTEe M INPUYMHHUTE, [IOBEIH IO CBETOBHATa
MONYJISIPHOCT Ha XUII-XOIl KYJITypara; KakBU ca CHElU(UKUTEe HA XUIT-XOI
TaHI[OBOTO M3KYCTBO M HE Ha IOCJEIHO MACTO CTOM BBIPOCHT 3a Ch3JaBaHe
Ha MTbPBOHAYAJIHA TEPMUHOIIOTHS B 00JIACTTA HA XHII-XOI Xopeorpadusira u
METOAMKATAa Ha MpernoJaBaHe Ha XUM-XOIl TaHIH.

Ieara Ha HacTOAIETO [IUCEPTALMOHHO W3CIIEIBAaHE € 4pe3
pasriexaaHe U aHaIM3UpaHe Ha XUI-XOIN KyITypaTa U XUII-XOIl TaHIUTE B
YaCTHOCT, Aa c€ 00O0OIIAT IPUYMHHUTE 33 CBETOBHATA MOIY/SPHOCT HA XHII-
XOIl KynTypata, Ja C€ W3ICHH TEpMHUHOJIOrHATa B o0macTra Ha
Xopeorpadckara Teopus M Ja C€ Cb3/ajJe KOHLENTyaJleH MOJen B
00y9IEHHETO IO XHUIT-XOII TAHIIOBH TEXHHKH.

OcHOBHH 3a1a4u TIpH U3CJIIE€ABAHETO BB BPBH3Ka C IIOCTUTAHETO HA
onpeacicHara e ca:

- AHanmM3MpaHe U CHCTEMAaTH3WpaHe Ha IyONMKAlMWTE W HaydHaTa
JUTepaTypa B oOJIaCTTa Ha XHII-XON KYITypaTa M XHUII-XOI TaHIUTE B
YaCTHOCT.



- IIpernen, 0030p M aHaIM3 HA TEOPETUUHU MOHSITHS U JNEPUHULINH,
CBBp3aHH C W3CIIEIBAHETO: TEOPHsS 3a CTPOEkKa Ha TAHIOBUTE JBMXKEHMS,
CIIEHUYEH TaHII, TAHIIOB €3UK, XOpeorpa)CKi TEKCT, KOMIO3UIMS U POpMHU
Ha TaHIIA, METOJMKA B 00YYEHHETO T10 TAHI[OBO U3KYCTBO.

-Jla ce w3BBpmM  HeoOXoAWMAaTa  CBIIOCTaBHTENHA U
CHCTEeMaTH3allMOHHA JISHHOCT, KOsTO Ja 0000mu ©  mpenusupa
HaATPYMaHOTO 3HAHHE.

- Jla ce HampaBy aHaNM3 Ha €BOINIOIMATA U PA3MPOCTPAHEHUETO Ha
XHIT-XOH KYJITypaTa B KOHTEKCTa Ha pa3InYHUTE BPEMEBH IIEPUO/IH.

- [IpoBexkiaHe Ha WHTEPBIOTA C aBTOPH Ha XHII-XOI TaHIIOBU
MIPOM3BEACHHS U aHAIN3 Ha ToJTy4eHaTa HHPOpMaIHs.

- Cp3gaBaHe Ha TCPMHUHOIOTHS B O0JIACTTa HA  XHIT-XOII
xopeorpadusTa.

- Wsrpaxknane Ha KOHIENTYyaJleH MOJIENl B O0YyYEHHETO 10 XHUII-XOI
TaHIIU.

O0eKT U MpeaMeT HAa U3CJ1eIBAHETO

OOekT Ha W3CIEBaHE € XMII-XON KYITypaTa M HEHHHUTE OCHOBHHU
(TaHIM, pamupaHe, MUDKEHHHI M IpaduTH) M AONBIHUTEIHH €IEMEHTH
(OmiiTOOKC, POAYLIEHTCTBO, MOJA, €3HK, TeaTpH U Jp.). OcoOeH aKIeHT ce
NIOCTaBsl BBPXY XHII-XOIl TaHIUTE KAaTO €JIEMEHT OT XWII-XOIl KyITypara.
XWI-XOII TAHIIOBUTE CTHJIOBE Ca Pa3JeleHH Ha OCHOBHH- OpeiK MONMHT M
JIOKHHT, TIPOM3BOJHU U KITyOHH.

IIpeaMeThT Ha HACTOSIIOTO U3CIEABAHE OT €IHA CTpaHa ¢€
Pa3npOCTPAaHEHUETO W EBOJIOLMATA HA XHUII-XON KyITypaTa IO CBETa U B
Benrapus. Ot gpyra crpaHa HpenIMeThT Ha HACTOSALIOTO H3CIEIBAaHE €
TEPMHUHOJIOTMATA B 00IAaCTTa HA XUI-XOI TaHIUTE, KaKTO M METOAWKATa Ha
00y9IEHHETO IO XHUIT-XOIT TaHIIH.

TaHIOBHUAT €3WK IMPEICTaBIsIBa CHBKYITHOCT OT M3Pa3HU CPEACTBA —
€IIEMEHTH W JBIDKCHHS, KOUTO CE€ CpeIaT KakTo B OBJITapcKust (OIKIop,
Taka ¥ B KJIACHYECKUTE TaHIM. B HacTosmara mucepramus Ime Obaar
pasrieqaHd ChIIECTBYBAlIUTE TEPMHUHM W Kak Te MoraT Jjga Opaar
MPUIOKEHH KBM XHWI-XOI TAHIIOBaTa TEPMHUHONOTHWS. THH KaTo TakaBa
JUTICBA IENTa € Ca Ce Ch3[ajJe TEPMHUHOJOIHS B 00NacTTa Ha XHII-XOII
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TaHIUTE, HAa 0a3aTa Ha CHIIECTBYBAIATA, KOSITO Ja ObJe aKTyaIu3upaHa u
oborarena.

Hacrosimmata ~ mucepramus, — NpemBUA — BCEOOXBATHOCTTA  H
MalabHOCTTa Ha M3CJICIBAHUIT OOCKT- XHII-XON KyITyparta, TpsOBa U €
OrpaHMYeHa IO HIKOJIKO HauWHa!

- Ilo orHolIeHME Ha eJIEMEHTHUTE HA XHWI-XOI KyjlTypara ca
pasrieqaHd MoapoOHO CaMO OCHOBHHTE — TaHIM, parupaHe,
JIMDKEHMHT U rpadMTH, a Ha JOMBJIHUTEIHUTE HE Ce OT/ena
roJasIMO BHUMAaHHE;

- Ilo oTHOlIEHWE HA HCTOPUYECKOTO Pa3BUTHE Ca pas3riedaHH
nepuoaure o6mo riaBuo B CAIIl, 6e3 ma ce otaenss BHUMaHHE
Ha paSJ'II/I'-IHI/ITe l'lepI/IOllI/I B OTACIITHUTEC ll’bp)KaBI/I;

- Ilo oTHoIIEHHe HA Pa3MPOCTPAHCHUETO HA XHUII-XOMa MO CBETA
ce TOCTaBs aKIIEHT BhPXY pasmpocTpaHeHueTo B EBpoma ¢ nen
Ja ObJie pa3riieaHo HABIU3aHETO U Pa3BUTHETO HA KyATypaTa B
boirapus;

- Ilo orHomieHHE HA CBHIHOCTTA M EBOJIOLUATA HA XHII-XOII
TaHLUTE, aKIEHTHT € MOCTaBEH BBPXY OCHOBHUTE XHII-XOI
TQHILIOBU CTHJIOBE- OpEHK IMOMUHI M JIOKMHT, a OCTaHAJIUTE ca
pasrieqaHy YacTHYHO.

ABTOpOBa TE€3a M XUImore3a

OcHoBHaTa WH3CJEIOBATENICKa Te€3a €, Y€ XHUIM-XONBbT € KYJITYpPHO
SIBICHUE M BKJIIOYBA BCHYKM €JIEMEHTH Ha 00JacTTa KyaTypa. XHII-XOII
KyATypaTa € HaJpacTHaja JIOKAJHOTO CH CyOKYNTYypHO IPOSIBIICHUE U CE €
IpeBbpHaja B IVI00AIHA KYITypa Ha MJAJUTe XOpa Mo cBera. TaHmuTe ca
OCHOBHOTO CIIGHUYHO IPOSIBJICHHE Ha XUII-XOII KYATypaTa U KaTo TaKOBa Te
TpsiOBa fa ObJAT pas3IiIekIaHN KaTo KyITypeH MPOAYKT, a HE KaTo CIOpT.

CemiecTByBamara TEPMHUHONOTHS B 00JacTTa Ha TaHIIOBOTO
M3KYCTBO MOXE Jia ObJie ajanThpaHa 3a HyXIUTE Ha MpPENojaBaHeTo Ha
XOI-XOIl TAHIOBH TexHWKU. HeoOxomumo e Ts1 1a Oblie akTyaau3upaHa u
oboraTeHa, mopaau cruenruuKaTa Ha XHIT-XOI TaHIIHATE.



[IpemomaBaHeTo HA XUM-XOII TAHIIK CE peaTu3upa Mo MojIel ToI00eH
Ha TMpPENoAaBaHETO Ha JIPYyrMTe€ TaHUOBU CTWwioBe. OCHOBHAa pois B
MPOIIEChT MIpae Xopeorpad-menarorbT ¢ HETOBUTE JHYHOCTHH KadyecTBa,
3HAHUS, YMEHUS U BH3MOXKHOCTH 3a MHTepIperarus. OOyueHHeTo o XHUIl-
XOII TaHIIU € JBYCTpPaHEH MpPOLEC M 3aBUCH CBIIO OT HarjiacaTa, TaJlaHTa U
BB3MOKHOCTHTE Ha 00yJaBamiys ce.

MeTomos10rusi Ha U3CJIEABAHETO

Crnenmdukara Ha H3CICABAHETO IPEANONara H3IOI3BaHETO Ha
CTPYKTYPEH, CPAaBHUTEIHO-aHATUTHYCH, EMIIMPUUYCH U HCTOPHIECKH METOI.
VcTOpHKO-CTHIIMCTHYHAT METOJT € CBhP3aH C MPOCIe/SIBAHEe B HCTOPUYECKH
IUIaH Ha Pa3sBUTHUETO Ha XUII-XOIl KyJITypaTa, KaKTO W Ha €BOJIOLUATA Ha
XHI-XOIM TAHI[OBUTE CTHUJIOBE. METOABT HAa CPAaBHUTCIHHS AaHAIU3 Ce
npuara Ha HAKOJKO MeCTa B HM3CienBaHeTo. Ha mbpBO MSCTO ce MpaBH
CpaBHEHHE MEXIy pa3MpPOCTPAHCHHETO U Pa3BUTHETO HA XHII-XOI
KyJITypara B pa3nyHUTE CTPaHH 1O cBeTa. Ha BTOpO MsCTO ce cpaBHsBAT
XHUII-XOIl TAHIIOBUTE CTHJIOBE, KaTO CC THPCAT MPHIMKH M PA3IUIUS MEXKIY
mix. Ha Tpero MsCTO ce mpaBH CpaBHEHHE MEXIY TaHIIOBOTO
TEPMHUHOJIOTUS. B Pa3IMYHHUTE TAHLOBH CTWIOBE. EMmmpudHata rpyma
METOQM BKJIIOYBA MPOYYBAHE HA BHAEO, ayIHO M TEKCTOBH H3TOYHHMIM C
uHpOpMaIWsl, HAOIIOACHHE M HECTPYKTYpHPAHH HHTEPBIOTA C XHII-XOI
xopeorpadu, KakTO M CbhC CHELUHAIMCTH B 00JNacTTa HAa CIEHHYHOTO
TaHIIOBO H3KYCTBO.

CBbABbPKAHUE HA JTUCEPTAIIMOHHUSA TPY ]

II'BPBA TJIABA. CBITHOCT N ETUMOJIOI'US HA XMUII-
XOII KYJITYPATA (KATO KYJTYPEH ®EHOMEH).

[IppBa T7aBa Ha HACTOSIIATa JOKTOPCKA IWCEPTAIMS Pa3TIIexkaa
OCHOBHH TIOHSTHS W TIPEACTaBS OMNPENCICHUS 3a TOBAa, KAKBO € XHII-XOII
KYIITypa, KakBa € eTUMOJIOTHATAa HA HANMEHOBAHHUETO W KOW Ca OCHOBHHTE
€IIEMEHTH Ha KyJATypaTa, 0e3 Jja ce OTHeNs 0cOOEHO BHUMAHUE HA XUI-XOII
TaHIUTE, KOUTO Ca pa3riielaHu B TPETa IiaBa.



B mbpBaTa yacT € npe/ICTaBeHO onpeAeeHre Ha MOHITHETO XHUII-
XOI KyNITypa, KaTO C€ pPa3TiIekKAaT CHIICCTBYBAIUTE AeHUHUIMK 3a
KyATypa W OCHOBHUTE OOJIaCTUTE Ha KynTypara kato msuo. Ot Tam ca
HalpaBeHU AaHAJIOTMU 3a XWII-XOMa W KaKk ToBa SIBJIEHUE CE€ BIKCBA B
MIOHSTHATA 32 KYATYpa.

ChbIlecTBYBaT pa3iM4HU IPEACTaBH 32 TOBA, KaKBO € XHII-XOII.
Crnopen elHM XUN-XOMBT € KYJITYPHO M apT ABMXKEHHE, Ch3/aJIeHO OT
appoaMepHKaHIM, JIATHHOAMEPHKAHIM W KapHOCKH amepukaHIM. [[pyro
IIMPOKO- PasNpPOCTPAHEHOTO Pa3OMpaHe €, Ye XUII-XOIbT € CyOKyiTypal.

Marie- Agnes Beau gaBa ClIeqHOTO ONpeeieHHE 3a XHUIT-XOMa:
Hati-006pomo onpedenenue 3a Xun-xon e Kyimypama Ha 2padckomo 2emo.
Toea e HauUHBM HA JHCUBOM HA MIAOUME XOPA, JCUBeelu HA YIuyama,
Hacwpuasaw cebeuspaszsiéane upe3 Mysukd, manyu, spapuuny usKycmea u
MOOHO 001eKIO - Oeyama NbPEOHAYAIHO HOCAM  201eMU, UWUPOKU
naumanony, 3a 0a mo2am 0a nopacLam, 6e3 0a ce Haiaea 0a Kynyeam
nosu. Tosa e u coyuanna Ha2iaca, npu KOAMO UJIEHy8aHemo 6 6aHOA Ul
2pyna, e MACmMomo, KbO0emo 6CeKu € 63AUMO3ABUCUM U BCEKU HNEH UMA CEOSL
cobemeena pons.”?

Afrika Bambaataa ka3Ba: ,,MHo20 nvmu, Kko2amo xopama usnonizeam
MePMUHA XUNn-Xon, me He 3HAAM 3a KaKeo Haucmuna 206opsm. Ilosewemo
om msix umam npedsuo camo panvpume. Koeamo usnonzeame nonsimuemo-
Xun-xon, mps6éa 0a umame npedsuod ysiama Kyamypa u ogudicenue. Tpsbea
da ce ev3npuema ysarama Kyamypa, makaga xkaxeamo e... Hauunom, no
Koumo Oeticmeaiu, Xoouul, enedaut U 2080pul, 8CUYKO e Yacm Om Xun-xon
kynmypama.”

3a /a ce W3SACHU JAalld XWI-XOMBT € KYJITYpHO SIBICHHE M Ja ce
n3paboTH €IHO ISUIOCTHO OINpE/CNCHHE 3a TOBAa KAaKBO € XHI-XOM €

! rpyma oT Xopa ¢ KyJTypa, KOATO Ce pa3inyaBa OT MO-TOoNsIMaTa KyITypa, KbM KOSTO
TIpUHAUICKAT UJIA CUCTEMATUYIHA OITO3UIU HAa TOMUHAHTHATA KYJITYypa, TS MOXKE 1a 6'[:&6
OIMCaHa KaTO KOHTPa-KyATypa

2 Beau, Marie- Agnes 1996: Hip Hop and Rap in Europe. The culture of the urban ghetto's.
Music. Culture and Society in Europe. Brussels: European Music Office.

3 Uurepsio ¢ Africa Bambaataa. Hamuuno ua: https://hiphop-culture.jimdofree.com/
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Heo0XoanMo 1a ObJaT pasrieJaHd pa3IndHuTe JeUHUIIMN Ha TTOHSITHETO
KYATYpa ¥ U3KyCTBO.

B ocHOBHHM JMHHMM TOA KynTypa ce pa3Oupa 4YoBeIIKa JIeHHOCT B
pa3UYHUTE HEHHU NPOSBICHUS, BKIIOUUTEIHO BCHYKM (OPMHU U CHOCOOU
Ha YOBEIIKOTO CaMOU3pa3siBaHe, CaMONO3HAaHNE U HATPYNBaHE Ha HABULU U
ymenusi. Kynrypara e Habop OT mpaBmia, KOUTO IPEANMCBAT HAa YOBEKa
OTIpEeIeNIEHO MOBEJCHHE C MPUCHIINUTE NMPEKUBSIBAHUS U MUCIIH.

XUIM-XOMbT C€ CHhCTOM OT YETHPU OCHOBHH e€JieMEHTa- TpaduTH,
JIMDKEUHT, eMCHUHHT, OpeHKIEHCHHT, KOUTO MOraT Ja ObJaT NpUYUCICHU
CBHOTBETHO KbM BH3yaJIHUTE W CUEHWYHHTE M3KycTBa. C OCTaHamurte cH
CJIEMCHTH XUII-XOIIbT NPHUCHCTBA BHB BCUYKU APYT'H O6J'IaCTI/I Ha KyJTypara.
C'bH_ICCTByBaT U3ISII0 XHUIT-XOIT UT'PAJIHA U JOKYMEHTAJIHN (bI/IJ'IMI/I, XHUII-XOIT
TENeBU3UM U pajua, 4acT OT ayAMOBH3YyaJHaTa cepa Ha KyATypaTa; XWI-
XOII JINTEpPaTypa, 4acT OT cdepara Ha KHUTUTE U YETEHETO; My3eH Ha XHII-
XOIa, KaTo 4acT OT MAaTEePHAIHOTO KYJITYPHO HACJIEACTBO; MPABAT C€ OMUTH
U 3a INpeICTaBIHETO Ha XHI-XOA KAaTO HEMAaTepHa HO KYJITYPHO
Hacnencteo (Hampumep ¢unmbr ,,My3uka oT KpaiiHHTE KBapTayiu‘);
XWISANTE IIKONHU II0 XHII-XOI TaHIH, parl, AUKEHHT U rpaduTH ca 4acT OT
obnacTTa KynTypa U oOpa3oBaHHE, a Mpe3 MOCICAHOTO ACCETHICTHE XHII-
XONBT € aKaJeMHWYHa IUCHUIUIMHA B MHOTO CBETOBHH YHHMBEPCHTETH.
Bcuuky eneMeHTH Ha XHMIT-XOIa KaTO YacT OT o0JIaCTHTEe Ha KyJITypara e
ObIaT pasriefaHy MoApoOHO BEB BTOpATa YacT Ha IIbpBa IJIaBa.

OcBeH, Y€ XMWI-XON KyATypaTa c€ € paslpOoCTpaHWIa BBB BCHUKH
o0Jy1acTé Ha U3KYCTBOTO, TS CE€ € Pa3NpOCTpaHKia IO IIEHs CBIT U OTAaBHA
HE CIHyXH caMO 3a TIPEACTaBs HE Ha HJIEUTE M HECHINIACHETO Ha
appoaMepUKaHIUTE W XopaTa OT Hal- HHCKHTE COLMAHH CIIOEBE B
Awmeprka. Xun-xombT OT/AaBHA HE € CyOKyATypa Ha aMEpUKaHCKOTO TeTo, a
€ HaJMUHAJA JIOKAJTHUTE, HAIIMOHAIHN W PAcOBH M3MEPEHWS M THEC HMa
eMCHTa, TUDKEH, OpeliKk TaHIbOpH, rpaUTH apTHCTH BBB BCSAKA CTpaHa 110
CBETA, OT BCAKAKBA HAIMOHAIIHA, ETHAYECKA M PacOBa MPUHAIEKHOCT. *

4 MIcTOpUYECKOTO PasBUTHE U PaslpOCTPaHEHHETO Ha XUII-XOIl KYJTypaTa B CBeTa ca
PpasrienaHu MOAPOOHO BHB BTOpA IIaBa
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He na IIOCIICAHO MACTO XHUII-XOIIBT JHEC HE MOXC Ja 6’1)[[6
OIpCACIIAH KAaTO YJIUYHO HU3KYCTBO. B HNOCIICAHUTEC I'OJMHHU XUII-XOIIBT CC
HWHCTUTYIHOHAJIU3UPA. B moutn Bcska CTpaHa IO CBE€TA, KaKTO W Ha Hal
HallMOHAJIHO HUBO CBHLICCTBYBAT (benepaunn, aconyanv 1 Jpyru (l)OpMI/I
Ha O6e):[I/IHeHI/I$I Ha XUII-XOI TPyl W apTUCTH, Cb3JaBaT CIICHHUATIHU
IIPOCTpPaHCTBA 3a l"pa(bI/ITI/I MpCACTaBAHNS, XUI-XOIl TaHIOH, XHUII-XOIl MY3UKa
C IoMolTa Ha ObpPXKABUTC U O6I.[II/IHI/ITG, XHUII-XOIIBT € aKaJCMHYHa
JAUCOUIUIMHA B MHOI'O YHHUBCPCHUTETH IO MNCIUA CBAT, Cb3JaACHU Ca
MHOXCECTBO 4YaCTHH, 06IJ_II/IHCKI/I U  JbpXKaBHU MIKOJIK, MHOpeajiaraiun
O6y‘IeHI/Ie B PA3JIMYHUTC CJICMCHTU HAa XUII-XOII KyJITyparta.

JlHec nBeTe MyMUYKH ,, XU | ,,XOI C€ U3IOJ3BAT 3a€/IHO, U3MHCBAT
ce ¢ geduc (Malko THUpPE) W CIyKaT 3a 00O3HaYaBaHE Ha KYJITYpPHOTO
SIBJICHHE XUIM-XOM. TepMUHBT ce yrnorpedsiBa C IOYTH BCEKH E€IIEMEHT OT
KynTypaTa- HallpuMEp XHUII-XOII My3PIKa, XHII-XOIl TaHIIH, XUII-XOII MOJa U

Aap.

Bropata yacT Ha mBpBa IJlaBa pa3lIekKIa OCHOBHHMTE 4YeTHPH
ejeMeHTa Ha XWI-XOIl KYJITyparta, pa3paboreHun oT adpoaMepHKaHCKUTE
00IIHOCTH, 33 Ja JaiaT Bb3MOXKHOCT Ha XOpaTa Ja Ce U3SIBAT, HE3aBUCHMO
Jaly TIOMUTHYECKH WJIM EMOIIMOHAJHO M Ja y4acTBaT B COLMANHHU
JIEMHOCTH.

DJing ce HapuJaT TEXHHKH 332 0OpabOTKa Ha 3BYIM M Ch3IaBaHE Ha
My3UKa M PUTBM C IIOMOINTA Ha JABa WM MOBede rpaModoHa (WIH Ipyru
M3TOYHUIIM Ha 3BYK, KaTo aynuo- entd, CD wiu nudposu ayauo daiinose)
u DJ MuKcep, KOUTO ca BKJIIOUEHH B 00I1a 03BYYHTEIIHA CHCTEMA.

PAIl-sT (MC-ing) ¢ BOKaJeH CTHI, OCHOBaH Ha PEYMTATHBH B
CTHXOBE U pUMa, OOMKHOBEHO CBHIPOBOXKIAHH OT HMHCTPYMEHTAIICH WIU
CHUHTETHUYCH OMIT, HO TMOHSKOra M3MBIHABAHU U A Karena. My3UKalIHUsT
pasMmep, moutd BuHard e 4/4, Ho mMoxe ma Opae u B 2/4. TekcThT Ha
peurTaTHBa MOXE Ja € MPEIBAPUTEIHO MOJArOTBEH WM HMIIPOBU3UPAH,
KaTo MOXE Ja BKIIOYBAa KakTo ()pa3u OT HM3BECTHH MECHHU, I[O3HATH
CEHTEHINH, IIUTATH OT M3BECTHH JIMYHOCTH, a CBHIO Taka MoraT Ja ObaaT
BKJIIOUEHU M U3MUCIICHH JyMH, KOUTO Jia 0hopMsIT pumara.
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https://bg.wikipedia.org/wiki/%D0%A0%D0%B5%D1%87%D0%B8%D1%82%D0%B0%D1%82%D0%B8%D0%B2
https://bg.wikipedia.org/wiki/%D0%91%D0%B8%D0%B9%D1%82
https://bg.wikipedia.org/wiki/%D0%90_%D0%BA%D0%B0%D0%BF%D0%B5%D0%BB%D0%B0

I'papurure (pUCyHKHMTe, CTPHUHT apT-a) ca €IUH OT Hail-
MIPOTUBOPEUYUBUTE €IEMEHTH OT XUIM-XOI KynTypaTa. OT efHa CTpaHa MOXe
Jla ce Kake, 4e TOBa € BU3YaJHOTO MPOSIBIIEHHE HAa XUII-XOI KyJITypaTa, HO
OT Jpyra CTpaHa ca IPOTUBOpEUHATa KaKTO 3a TOBa Janu rpadurure ca
YacT OT XHII-XOMa, TaKa U 3a TOBA JAJIM HE Ca caMO BaHJAJICKa MpOsiBa WU
CIIyXKaT 3a M3pa3sBaHE Ha MIIAJISKKUTE HECBINIACHA KbM CBINECTBYBaIlaTa
cHCTEMa.

BpeiikbT, HapnuaH oute B-boying / B-girling mam breakdancing,
€ JJMHAMHWYeH, PUTMUYEH CTWJI Ha TaHIyBaHe, KOMTO ce pa3BUBa KaToO €lIvH
OT OCHOBHUTE EIIEMEHTH Ha XWII-XOoH Kyirypara. KakTo W ocraHamure
€JIEMEHTH Ha XUI-XOIl KyNITypara, OpeliK TaHIUTEe Ca CHUJIHO MOBJIHSHH OT
MHOTO KYJTYpH, Haii- Bede OT YIWYHHUTE TaHIM OT epara oT 30-Te roauHu
Ha MUHAQJIUS BEK, OpasWJCKM M a3WaTCKH OOWHHU W3KYCTBa, a(pUKaHCKH
HapOJHU TaHIM U ApyrH. [Ipe3 roquHUTE TaHIa ce TIOBIUSIBA OT ABHKECHHS
Ha Jxetimc Bpayn, Maiikbn [xexcbH, Kinapk KemOba1 u kanudopHuiickust
(BHK, KaTO ce HOABABAT ¥ APYTH TAHIIOBH CTHJIOBE- IIOMMHT U JIOKHHT.

OcBeH Te3U OCHOBHM €JIEMEHTH, XMII-XOIl KyJITypaTa BKIIOYBA OLLE
OMIITMEeiKUHT (MY3MKAJIHO MPOAYLEHTCTBO), OMATOOKC, XUI-X0N MOAA,
cnenMpuyeH XuUN-xon e3MK, 00pa3oBaHue B 00JIaCTTa HAa KYJATypaTa,
KHHO, TeaThbp, JJUTEPaTypa, My3ed U (pecTHBAIM, KOUTO Ca pa3ricIaHy B
TpeTaTa 4acT Ha bpPBa IJIaBa.

Bempeku ue, He e cpen ocHoBHUTE, Deatmaking (mpou3BoacTBO Ha
PUTBM), WIH NMPOAYUHEHTCTBOTO € IPYT Ba)KCH €IEMEHT, KOHTO € YacT OT
XHUI-xon Kynrypata. [lomstuara OMHATMEHKBD M TPOAYIICHT B XHUI-XOIA
MHOT'0 4Y€CTO C€ MPUEeMaT 3aeIHO, Thil KaTO CTaBa BBHIIPOC 3a Ch3/1aBaHE HA
MY3HKa ¥ MHOTO 9€CTO BCUYKH (DYHKIIMHU CE M3ITBJIHSBAT OT €IUH YOBEK.

BuiTOOKCHHI'BT € TeXHHKAa HA yCTaTa, MPH KOATO IIEBEIl HMHUTHPA
6apabaHy M IpyrW yIapHH WHCTPYMEHTH C YCTHH, YCTHaTa KyXMHA WIH C
riaca cu. Mo)ke ChIO Taka Jja Ce Hapedye YMEHHE 3a Ch3/1aBaHe Ha PUTMH,
M3MOI3BaWKN YOBEIIKATA yCTa.

MouaTa, n3pasgBallia ¢c¢ B HAYMHBT Ha 06HI/I‘13H6, npuiecKkaTta u
ApYru akcecoapu, € OT HU3KIIOYUTCIIHO 3HAYCHHE 3a XUII-XOIl KYJITyparta,
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TBH KaTO JaBaT BH3MOXKHOCT HA UJICHOBETE HA XMII-XOIl OOIECTBOTO ca Cce
oTimyaBaT, ceOem3pa3sBaT W Jla IOKa3BaT MPHHAICKHOCTTa CH KBM
KYJITypaTa Wik KbM OTICITHUTE XHIT-XOIl TPYIIH.

Kakto BCcsika CyOKynaTypa ©  XHUII-XOINBT IIPUTESKABa CBOU
crnerUUcH e3MK. XHUI-XOI YXAPrOHBT € W3BECTEH M C aJTCPHATHBHU
uMeHa, kato ,YUepeH aHrmmiicku® wumm ,E6ommk‘®. HWscnemosarenure
MIPEJIoiarar, 4¢ HeroBOTO Pa3BUTHE CE JB/DKU HAa MPOTUBOIOCTABSHETO HA

,,OCIUAT” aHIIINMICKN €3HK KaTo BHCIIA opMa Ha oOpa3oBaHa peu.

[Ipe3 mocnenHUTE MECETUIETUS CE PAa3BHUBAT U OIE HIKOIKO JIPYTH
€JIEMEHTa Ha XHWII-XOIl KYJITypaTa, KaTO MOCTCIEHHO XWIT-XOIbT MOKPUBA
BCHYKH [TO3HATH 00JIACTH HA KYyNTyparTa, KaTo 00pa3oBaHue B 00J1acTTa Ha
KYyJITypaTa, KHHO, TeaTbp, JUTEPaTypa, My3eH U (eCTUBAIIN.

B o6nacrra Ha He()OpMAaJHOTO 00pa30BaHWE XHUII-XOITBT 3ar04YBa
Jla ce pas3BHUBa OlIe OT I'OAMHUTE Ha CBOETO MOsBsABaHE. IIbpBOHAYaIHO
caMHTe KpIO-Ta €a CBOCOOpA3HM IIKOJIM 3a IMpPENojiaBaHe M Pa3BUTHE Ha
XHUI-XOI KynaTypata. KbpM JHeIHa naTa MO IETHs CBAT HMa XHUII-XOII
LIKOIHM, B KOHTO C€ IMPErnoJaBaT OCHOBHUTE €IEMEHTH Ha XHWI-XOII
KyITypaTa- OpeiikaeHc, rpaduTh, panupaHe U TUIHKESHHUHT.

XuI-xoma 3aeMa CBOETO MSCTO M B KHHOTO ore ot 80-Te roanHu Ha
MuHajus Bek. [Ipe3 romuHuTe ce MosABSABAT KAKTO JTOKYMEHTAIHU (HIMHU-
OIUCBAIM CHIIHOCTTA, WJCUTE, MOCIAHHMATA W HCTOPUATA HA XHII-XOIa,
Taka W YHUCTO XYJAOKECTBEHH (UIMH, KOUTO JOCTUraT IIHPOKa
MOMYJIIPHOCT M HOCSIT TOJIEMH PUXOX HA MPOJYIICHTHTE CH.

Xun-xon TearbpbT ¢ ¢opMa Ha TeaTbp, KOSTO TPEACTaBs
CHBPEMEHHHU HCTOPUH Upe3 U3IOM3BAHETO HA €AMH WIN ITOBEUYE OT YSTHPUTE
OCHOBHHM €JIEMEHTa Ha XHUII-XON KyITypara. XHII-XON TeaTpaJIHOTO
MIPE/ICTaBICHNE MOXKE Aa ObJE MOHOCHEKTaKbJ, PENepPTOApPEH CIEKTAKBI
WJIN CTIEKTAKBJI MOATOTBEH 32 YJacTHe B TypHETa U ()eCTHBAIIM.

5 EGOHHK- ymMaTa IPOH3IIH3a OT a0aHOC 1 (POHETHKA U Ce U3M0JI3Ba 32 €3UK M3IION3BaH OT
adpoaMepUKaHIUTEe
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Xumn-xon Jureparypara (JIMTepaTyparTa 3a XMII-X0IAa) ce MNOosABsBa
B cpenarta Ha 80-te roguHu. Ts BKIIOYBA JOKYMEHTAJIHU KHUTH OMUCBAILU
rosiBaTa, McropusiaTa M (uirocopusiTa Ha XWI-XON KyATypaTa, MHOXKECTBO
OvorpauyHM KHWTH 3a JKMBOTA Ha Pa3jIMYHM XHUII-XOI apTHCTH M HE Ha
MOCJIEIHO MSCTO TOJIsIMA 9acT Xy0KECTBEHA JIUTepaTypa.

Enun or Hali- roneMuTe M IIHUPOKO-PA3IPOCTPAHEHH E€JIEMEHTH I10
cBeTa ca (pecTMBAJMTE, KOETO OCHOBHO C€ JBJIKU Ha CIICHUYHUS XapaKTep
Ha XHII-XoN KyaTypaTa. ChIIeCTBYBAT CTOTHIN (PECTHBAIHN IO IIEIHS CBST,
KOMTO MOratr aa ObJaT KakTo BKJIIOYBAIIM HIKOJIKO €JIeMEeHTa Ha XHII-XOIl
KynTyparta, Taka ¥ BKJIIOYBAIIM caMO eIMH eneMeHT- TaHim, PAIL, Jumkei,
rpadutn win OUMTOOKC (hecTHBaIM, a HE HA MOCICAHO MSCTO Morar na
ObaaT M (hecTUBAIM, KOMTO BKJIIOYBAT CAMO HSKOW OT CTHJIOBETE WM TOJ
CTWJIOBETE Ha XUII-Xona- HanpuMmep JIokunr, Yakudr, Tpan niu np.

BTOPA TJIABA. XUII- XOII KYJITYPATA 11O CBETA U B
BbJITAPUSL. BBHUKBAHE U PABBUTHUE

Bropa rnmaBa Ha HacTosIIaTa JOKTOPCKAa AHCEpPTAlMs H3CIeIBa
HCTOPUYECKOTO PA3BUTHE HAa XUII-XOIa U Pa3NpOCTPAHEHUETO Ha XHI-XOII
KyJATypaTa I0 CBeTa U B 4acTHOCT B bwirapus.

B nbpBaTa yacT ce mpocieasBa HCTOPUYECKOTO Pa3BUTHE HA XHUII-
Xola, KaTo Ce 3alo4Ba C IOsfBaTa W 3apakJaHETO Ha XUII-XOlla U B
XPOHOJIOTHYEH PEeX Cce MPOCIensBa Pa3BUTHETO M OTHACTHUTE €Taly Ha
KyJITypaTa 10 HallH THH.

XWI-XOII KyNTypaTa ce HOsBsBa KaTo BHABPIPAyHI IBIKEHHE TIpe3
70-te ronuun B Bponke, Hio Mopk. IIspBoHAaYaNHO TOBA € CYOKYITYpHO
JBIDKEHHE, 3ajlaralio M3IEUI0 Ha My3HWKata W BKJIIOYBAIIO panupaHe,
JMDKEHHT M TaHIW 110 BpeMe Ha KBapTaIHH OJIOK MApTHTA, POBEKIAHN HA
OTKPHUTO B IIPOCTPAHCTBATA MEXY OOLICKHUTHSATA.

3a ocHOBaren u ,,0ama” Ha XUI-X0la ce IprueMa poAcHuAT B Smaiika
DJ Clive "Kool Herc" Campbell. Ha 11 aBryct 1973 r. DJ Kool Herc e
mumpkei Ha mapturo Back to School, mpomymupano m ¢unancHpaHO OT
HeroBata cectpa- Cindy Cambell, koeto ce npeBpbma B "Paxxmanero Ha
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xum-xoma". 3amouBaikk OT goMa Ha Herc IBIKEHHETO MO-KBCHO Ce€
pasnpocTpaHsBa B ILENUS KBapTal, a B CIEIBAIIUTE JECETHIETHS W 10
Henmus cAaT®.

TpyaHo e ma ce ompenenud KOl € BTOPHUAT €JIEMEHT OT XHUII-XOIl
KyATypaTa- TaHIUTE WIM PAlMPaHETO, Thil KaTo Te C€ IMOSBSBAT IOYTH
€HOBPEMCHHO M CBIIO Ca dYacT OT Te3u mnaptura. ChoOIIeHusITa,
MOJIKaHBAaHETO U 00pwINeHUATa Ha Cambell KbM TaHILOPUTE, OOUKHOBEHO
CBhCTOSIIA ce OT efHa ¢)paza, JOBSKIAT IO CUHKOMHPAHWS, PUMYyBaH
TOBOPUM CBHIIPOBOJI, Cera U3BECTECH KaTo pam. Toil Hapuya TaHILOPHUTE HA
Te3u mapTuTa ,break boys u ,break girls* unu mpocro b-boys u b-girls,
Th KaTO M3MON3BaT MOMeHTUTe Ha breakbeat 3a nma TaHIyBaT moBeve.
Cnopen Herc ,,break® e mogxozsiia »aprousa ayma, Thil KaTo € KpaTtka u
JlecHa 3a ObP30 U3roBapsHe’.

U ako MOXe J1a ce Kaxe, 4e Opeiik TaHIuTe ce 3apaxkaaTr B BpoHkc,
Hio Mopk 1 MbpBOHAYAIIHO Ca Ce H3ITBIHABAIH CaMO OT MoMueTa- b-boy, To
no chIoTo BpeMe B KamudopHus ce 3apaxia HOB CTWI Ha TaHIlyBaHe-
(bHKU TaHuM.®

B mepBuTe roguHuM Ha Xui-xoma aumkente ca W emcura (MC-
Master of ceremony). Emceeing € puTMHYHOTO M3rOBapsiHE HA PUMH, UTPa
Ha JyMH, U3IBJIHSIBAHO OTHAYaJI0 0€3 ChIIPOBOJ, a MO-KbCHO BBPXY PUTHM.
B nauanoro MC-To u3mbJIHSIBa POJISITA €IUHCTBEHO HA BOJEI] HA TAHIIOBO
cpoutre. MC-To rOBOpH MEXKAY IECHUTE HA JUJDKEs, KaToO MPHU30Ba BCUYKU
Jla cTaHAT W Ja TaHiyBaT. [IspBmAT, KoiTO Hapmda cebe cu ,,MC* e K.C.
The Prince of Soul®.

Ipe3 1977 r. B Bpoukc, B-boys Jamie "Jimmy D" White u Santiago
"Jo Jo" Torres ocHOBaBaT IbpBaTa M3BECTHA OpelK Irpyma B CBETOBHATA
ucropusi- Rock Steady Crew (RSC).

6 Winfrey, Dr Adia 2017: 4 Reasons Cindy Campbell Is The Mother of Hip Hop.
Natmonitor.com.

7 Herc, Kool 2002: The Freshest Kids: A History of the B-Boy. QD3.

8 TaHI_II/ITe e 6’bL[aT pasrienann HOZ[pO6HO, KaTo OTACJIEH €IIEMEHT OT XHUII-XOII KyJITypaTa B

Tpe€Ta riasa.
9 Brown, Mike 2007: Grand Master Mele Mel: Gun Show Part One. AllHipHop.com.
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IIpes 80-te roguuum Ha 20-TM Bek 3amo4yBa BTOPHUAT e€Tal OT
Pa3BUTHETO Ha XUI-XON KyATypaTta. HapwuaH omie ,31aTHATE TOIMHU HA
XHII-XOMa”, TOM ce XapaKTepusupa ¢ HAKOJIKO BaxxHM Hemla. Ha mepBo
MSICTO, B CJIE[ICTBHE Ha MOBHIICHHUSAT MHTEPEC KbM XHII-XOIl KYJITypara, Ts
ce TpeBpblIa B JOMHHUPAIIO KYITYPHO JBIDKCHWE Ha HACEIECHHTE C
MAJILMHCTBA TPajACKu oOmHocTH npe3 80-Te TroAMHM Ha MUHAIHS BEK U
MHOT'0 apTUCTH M3ITOI3BAT XHII-XOIa 32 Ja BIMSAT Ha COLMAIHUTE MPOLIECH.
[NosiBsiBa ce rTaHrcrepckust parn. MacoBOTO U3MOJN3BaHE Ha HOBHTE
TEXHOJIOTMHM TI03BOJISIBA I0SIBaTa Ha IIbPBUTE MY3HMKaJlHU alOyMu,
BU/ICOKJIIIOBE, WIPajHW W JOKyMeHTanHu ¢unmu. brnaromapenne Ha
My3UKalHaTa M (uiMoBaTa MHAYCTPHS XMI-XONBT HaBiu3a B EBpoma n
NOCTENIEHHO C€  pa3NpocTpaHsBa IO Lelaus CBST. 3acuiBa  ce
NPEICTABUTEIICTBOTO M HA JKEHH Ha XHI-XON cleHaTa. MHoro
u3cienoBateny HapudaT nepuona mid- school mim middle school (cpenna
IKoJa), Koito paszaens nosieara Ha New school xum-xoma ot Old school
epara.

ChbBceM 3aKOHOMEPHO, TOpajH TMOsBaTa HA IBPBHTEC 3alHCH H
andyMmu, ce Ch3JlaBa U HEOOXOAUMOCTTA OT MPOAYLIUPAHETO/Ch3/1aBaHETO Ha
My3uka. Taka ce MOSBSIBA M CIICABAIIMS CJICMEHT Ha XWII-XOIl KyJITypara-
beatmaking.

[Ipe3 80-Te ronuHN Ha MUHAIIKS BEK, CHIIO TaKa, C€ Ch3AaBaT PUTHM
u My3ukamHH 3By, C momomTa caMo Ha YOBEIIKOTO TsUIO, dpe3
TEeXHHKaTa Ha YCTHHUTE, €3WKa, IJlaca W JAPYrH YacTH HAa TIOTO, Ce
UMHTHPAT 3BYLH OT YAAPHU U APYTH MY3HKAIHH HHCTPYMEHTHU- TOSBSIBA CE
beatbox. Cpen mbpBute Omiitookcepu ca Doug E. Fresh, Biz Markie u
Buffy ot rpymata Fat Boys.

[Ipe3 80-Te Bomemo MeawifHO BIMSHUE MMa TeNeBU3UATA. MIMEHHO
Yype3 Hesd XWI-XOMbT TMONTydaBa CBOSTA IIHMPOKA TIOMYIAPHOCT U ce
pasmpocTpaHsiBa € OrpoMHa ckopocT. Ilo oHOBa Bpeme My3HWKaiaHATa
teneBm3uss MTV oTkasBa Aa W3TpUBa KIIUIOBE HAa adpoaMepUKaHCKH
HM3IBIHUTEIIN.
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BakHa mpoMsiHa B MY3UKAJIHO OTHOILIEHUE € TOBA, Ye MY3HUKATHUTE
3aMUCU Ce CKBCSABAT JI0 HAKOJIKO MUHYTH, 32 J]a C€ M3IBYBAT Bh3MOXKHO I10-
4ecTo B e(hUp MO PagHuoTO U TEICBU3HATA.

Mexnay 1982 u 1985 1. ce mosiBsIBAaT M MHOTO (D)WJIMH, CBBP3aHU C
xur-xoma, cpex kouto Wild Style, Beat Street, Krush Groove, Breakin' u
nokymenrtanuus ¢uaMm Style Wars. OcBeH de, Te3u (uimu pas3kas3Bar 3a
CBIMHOCTTA, (GWIOCOPUITa W EICMCHTUTEC Ha XHII-XOI KyATypara, Te
pasmMpsBaT MOMYJIAPHOCTTA Ha XUI-XOMa OTBB rpanuimre Ha CAIIl, kato
IbPBOHAYATHO HaBJIM3aT B EBpora, a ciie TOBa U B LIENUS CBST.

IIpe3 BTOpUS eTam OT Pa3BUTHUETO HA XHUII-XOIA CE Ch37aBa CITHO OT
HaW- 3HAYUTCIIHUTEC, HO H Hal- MPOTUBOPCYNMBHU TCUCHUA B XHUII-XOII
KyJATypara- gangsta rap (raHrcrepckusi pam). ,,Gangsta rap” e mepuoj oT
XHII-XON KYJTypaTa, KOUTO ce XapaKTepu3upa ¢ MPOTUBOPEUYHBH MOCITAHUS
HACOYEHU KbM YNOTpeda Ha HAPKOTHIM, HACWIME, MAacOBU Oe3peuiiy,
OTKpHUTA BOWHA C MOJHMIMATA M BJIACTUTE M MH3OTHHUS (HEyBa)KCHUE W
He3auuTaHe Ha KEHUTE).

Benpeku ue, HE MOxe Ja ce naje HadajlHa M KpailHa JaTa Ha
olpesieNieH Mepuoj B XWI-Xoma, B kpas Ha 80-Te m Havanoto Ha 90-Te
TOJIMHHU C€ MOSIBABAT HOBU HAEH, KOUTO Ch3J[aBaT U HOB €Tall OT Pa3BUTHETO
Ha xun-xom Kyiarypara HapedeH New school hip-hop (Hosata mikoma Ha
XUII-XOI1a).

HeoGxoxumo e 1a ce otOenexy, 4e pa3aensHeTo Ha IePUOAN B XUII-
XOIl KyNnTypaTa c€ MpaBd Ha HpHHIMNA Ha (uiocodckn pazmudus,
XapakTepHH 3a IpulaTa Kyarypa. CBOTBETHO MOXE Ja Ce Kaxe, de
pa3IUYHUTE €Tall HE Ce CIy4YBAaT BbB BCHUKM €IEMEHTU WM IIOHE HE ce
CJIy4BaT IO €HO U CHILO BPEME.

Bobrpeku de, He MOXKE TOYHO Jla C€ OIPEeNId Kora 3aro4Ba U Kora
3aBBpIIBA €MH €Tall OT pa3BUTHETO Ha XHUI-XON KYyATypaTta,
pasriexaaHuTe 0 TYK TPH IMEpHOJa Ce pa3auyaBaT BbB (HIOCOPCKO
otHomenne. Old school XHIT-XomsT CTOM B OCHOBAaTa Ha XUI-XOIl KyATypaTa
Y 3aJaBa IIbpBOHAYANHUTE NPUHIUTHN 1 uaen. Mid school xun-xomsT nma
SICHO W3SBEHU COIMATHU TIOCIIAHWS WM CIIOMara 3a pa3lpoCTpPaHEHHETO Ha
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KyATypaTa IO CBETa, a MOBEICHWETO Ha YJICHOBETE Ha OOIIHOCTTa €
BpakaeOHO 1 arpecuBHO. New school XHIT-XOmbT MoXe J1a Obje HapedeH
¢unocopckuaT nepuon. B HOBHA mepuox ce HaOmO#aBaT W OMUTH Ha
penuna TBOPLM Ha XHUIT-XOII KYJITypara Ja OOsICHSAT ,,III0 € XHUI-XOI ", KAKBO
€ 3HaYeHHETO MY, KaK CIIy)KH M Ha KOTO.

BbB Bozmen MOTHB 3a XMII-XOIl KyilTypata B cperara Ha 90-te ce
NpeBphINa Ch3IAABAaHETO HAa EAMHHO XHII-XON OOIIECTBO, KOETO Ja €
00CIMHEHO OKOJIO NMPHHIUIINTE Ha XWIT-XOMa , a He OKOJO HApKOTHUIUTE,
HACHWJIUETO U YIMYHUTE BPAXKIH.

Bnaro;[apeHI/Ie Ha HACUTC Ha Hogara IIKOoJIa, AHEC XHUII-XOIIBT CC
pasriexaa KaTo ABUIaTC]l 3a HMHTEICKTYaJIHO pPa3sBUTUE B obnactra Ha
KyjaTypaTta, CBCTOALl C€ HE CaMO OT OCHOBHHUTEC 4YE€TUPU €EJICMEHTa, a
BKJTIOYBAIIl U OCTaAHAJIUTE €JIEMEHTU Ha XUII-XOII KYJITypaTa.

B kpas ma 90-te romuHHM, ciex cMpprTa Ha Tupac Shakur wu
Notorious B.I.G. (cbOuTnst cMsiTaHU 32 Kpait Ha TAHTCTEPCKUS pall), Ha XUIl-
XOIl CIIEHATa CE IOSBSIBA HOBO KOMEPCHAIHO 3BYYCHE, HapU4YaHO ,,OIIHHT
epa“ (mpoussuzauo ot ,,Bling Bling na Lil Wayne)', ,jiggy era“!! (or
,Gettin' Jiggy wit It na Will Smith) unu ,,shiny suit era” (mpousnuzamo ot
METAJIMYECKUTe KOCTIOMH, HOCEHH OT HSKOM paImbpH B MYy3UKaJIHH
BUICOKIIMITOBE, KaTo Hampumep B ,,Mo Money Mo Problems® Ha Notorious
B.I.G., Puff Daddy u Mase)'?. bounur Baunr (Bling Bling) epara e Haii-
OPOIBDKUTEIHMSIT HMEPUOA B Pa3BUTHETO HA XHI-XOM KynTyparta. Toil
3amouBa mnpe3 1998 r. u mpoapikaBa qa ChIECTBYBA U JIO THEC.

KeM pHemHa nmata XWI-XOHbT IO TakaBa CTENECH € HABIS3BI B
©KETHEBUETO HH, Y€ HUE MOXKEM J1a TO CPEIIHEM IOYTH HABCAKBAE OKOJIO
Hac. XWI-XOIBT BeYe HE € BHABPIpayHA KyITypaTra Ha Te€TOTO, a ce €
MPEBBbPHAT B MAacoBO MOTPeOsSBaH KyATypeH TPOAyKT. Moxkem na
oTOeeXnM TpH TJIaBHH IPUYUHU 3a ToBA. Ha MbpBO MSCTO XWM-XOIBT CE

10 Webb, Adam 2017: Bling Era Playlist. Creative Control.

11 Koochzila 2008: Revolutionary But Clubbing: Jiggy Era.
revolutionarybutclubbing.blogspot.com.

12 Diaz, Angel 2012: The Best Shiny Suits of the Shiny Suit Era | Complex. Complex
Networks.
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KOMEpCHUan3nupa 4pe3 mMacoBaTa Hpoz[a>{<6a Ha aJ'I6yMI/I n M”bp‘H:HI[afISHHF
OPpOAYKTH, U 3aCUJICH HHTCPEC Ha r[y6m/H<aTa, AbJDKall C€ OCHOBHO Ha
MOCTOAHHATAa AKTYAJHOCT Ha XHII-XOII KYJITypaTa MU CTPEMCKDBT 1da CC
aanTvupa KbM BCiAKa €Ha HAIIMOHAJTHOCT U KbM BCCKHM HACTOAN] MOMCHT.
Ha BTOPO MCTO TpH6Ba Ja c¢ oTOeIIeXKH HHCTUTYUHOHAJIM3HUPAHETO Ha
KyJTypaTra, 4p€3 HABJIM3aHCTO Ha XMUII-XOIla B Y4YWIMIIA IO HM3KYCTBATa,
YHUBCPCUTCTHU, HIKOJMW IO TaHIU, TaJCpud U Ap. Ha TpE€TO, HO HE a
NOCJICAHO MACTO OrpOMHA poOJid 3a TMOMYJSAPU3UPAHCTO Ha KYJITypara
n3nurpaBa MaCoBOTO MU3MOJI3BAHC Ha I/IHTepHeT npe3 21 BCK, KOCTO CIiomMara
3a 6’Bp3OTO 1 MaCOBO pasIpoCTpaHCHUE Ha XOII-XOIT KyJITypaTta.

B MOCICAHUTE ACCCTUIICTUA XUII-XOIIBT 3aBJiaAsBa LICIIUA CBAT U CC
npeBpblla B riodanHa KyaTypa. Cropea amepuKaHCKHs Ibp)KaBeH
ACMMapTaMEHT XUII-XON'bT AHEC € ,,JICHTHP Ha ME€ra My3ukajiHaTa 1 MOJHaTa
UHJYCTpHUS IO IeNusi CBAT™, KOWTO NpecHdya COLUAHUTE Oapuepu u
HaJICKaya pacoBHUTE pa3inums s,

Bropara yact Ha BTOpa ryaBa Ipocie/sBa pa3sNpoCcTPaHEeHHETO
Ha XHUI-XON KYJTypaTa IO CBeTa, KaTo ce IOCTaBsi aKUEHT BBPXY
HaBJIM3aHETO Ha Xxum-xona B EBpona, ¢ nen na ce nmpocienu HaBIU3aHETO
Ha Ta3u Kyarypa B bbarapus. Bropata wact pasmiexna, mMakap U He
JICTAJTHO pa3NpOCTPAHEHUETO HAa XUI-XOIN KYyJITypara B A3Us U B JPYTH
YacTH Ha CBETa, C IEJ Ja ce OTKPOST KYJITYpHUTE CXOACTBA U PAa3IUUus Ha
HaIlMOHAJIHO HUBO.

XWI-X0Il KyNTypata ce pasnpocTpaHsBa IH(PY3HO, KaTO CHBCEM
JOTMYHO € ciel KaTo Hamycka npenenute Ha CAILl, 14 ma ce mosBu B
CBCEJIHUTE IBbPXKABH, KaTO ce HaOIlloaBa ABYCTpAHEH IPOLEC HA BIMSIHHE
KaKTO Ha XUII-XOIa BPXY MECTHaTa KyJITypa, Taka u oopatHo. [Ipe3 70-te
TOIMHH, OIIe IPH 3apakIaHeTo Ha xui-xoma, B FOxeH Bponkc numa nobdpe
pa3BUTH OOLIHOCTH OT JIATHHOAMEPHKAHIM, B YaCTHOCT IyepTOPUKAHIIH,
KOUTO HM3WIPaBaT Ba)KHA PO 3a Pa3MpPOCTPAHEHHETO Ha KyaTypara B
KapuOckuss OaceiilH W CchCcelHHTe Ha AMepHKa Ibp:KaBH.
AMepUKaHCKUTE U3MBIHUTENN OT IyepTOpUKAaHCKH mpomsxox Big Pun, Fat
Joe n Angie Martinez, mexcukanckara pan rpyna Control Machete, kakro n

13 Walker, Carol 2006: Hip-Hop Culture Crosses Social Barriers. America.gov.
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rpynu kato Cypress Hill, konTo n3mon3BaT ucCriaHCKM €3MK 3a Jia paIupar,
JIONIPUHACAT 3a Pa3sNpOCTPAaHEHUETO Ha XHI-Xoma B chcegHure Ha CAIIL
MCTIAHOTOBOPSILHM CTpaHu 4,

[IpyunHUTE 32 HABIW3aHETO M PA3MpPOCTPAHEHHETO HA XHII-XOM
KyJrypata B EBpona ce pa3iuuaBaT ChIIECTBEHO BBB (puitocopcko u
UJICOJIOTHYECKO OTHOILIeHHE B cpaBHeHue ¢ Te3un B CeBepHa u HOkHa
Awmeprka. ToBa ce IbJDKM Ha pa3iuuHH (PaKTOPH, CpPell KOMUTO CIIOKOHHATA
MONUTHYECKa U UKOHOMHUYecKka cutyauus B EBpona npe3 80-te roguHu Ha
20-tm Bek, JuIcaTa Ha YYBCTBUTEJIHA pacoBa JUCKPUMHHANMS, TIO-
HEOCe3aeMOTO COLMAIIHO U KIaCOBO HEPABEHCTBO B 0011ecTBOTO. KBM Te3u
(dakTopn MOKeM Ja J100aBMM W W3KJIIOYUTENHATA TOJEPAHTHOCT Ha
€BpONEHCKUTE TPAXKAAHH KbM pa3IMYHUTE KYJITYpH M IKEIaHHETO 3a
U3y4yaBaHe U Bb3IIPUEMaHe Ha HOBOTO U Pa3JIMYHOTO.

EBporneiickoTo 00IIecTBO MHOTO ObP30 Bh3NpHeMa OpeiK TaHIUTE,
KOMTO CTaBaT IbPBUSIT €IEMEHT OT XHII-XON KyATypaTa, TOsSBHJI CE Ha
eBpoIeiickaTa ClieHa, ThbH KaTo € IMO-MaJKO HAacWICTBEH OT CaMus parl,
cpabpkam rHeBHH TekctoBe B CAILL. Ilo chimoro Bpeme amMepuKaHCKHUTE
pamppu 3amo4BaT PEOBHO Ja M3HACST KOHLEPTH U 1 MPaBAT MapTUTa B
KIyOoBeTe Ha TOJIEMHUTE EBPOICHCKM TIpafoBe C 1IN yBeJlMYaBaHe Ha
COOCTBEHHTE CH NPOJaXOM M NOMYIApH3UpaHe HA XHII-XOI KyJITypara.
EBponelickure TUHHEHIKBPU 3all0YBAT Ja KONUPAT AMEPUKAHLUTE IPU
OpPraHM3MpaHETO Ha MapTUTAa W IBPBOHAYAIHO pamnupaT Ha AHIVIMICKH,
ONUTBAMKM ce Ja MoxpakaBaT M Ja ce JOONMmKaT [0 OpHIHHajA.
IlocTeneHHO pambT cTaBa M3KJIIOYUTETHO MOMYJSIPEH, HO TOpanu
pa3nuYHaTa HWACONIOTHA W JIMIcaTa Ha TakaBa CONMaJHA 3HAYMMOCT B
EBpona, THitHEHHKBbpUTE 3aIIOYBAT 1a ParmmpaT M HA COOCTBEHHS CH €3WK,
KaTo ce cbhoOpa3siBaT CbhC CHEUU(UYHHS HALMOHAJICH COLMAleH H
MMHTPAIMOHEH KOHTEKCTH, U MECTHATa My3HKalHA CIICHA.

INouTtH Besika eBpormelicka JbpikaBa 3ao4yBa Ja Cb3JjaBa coOOCTBEHa
XHI-XOIl MY3WKa HM3IBJIHABAHA OT MECTHH W3IBJIHHUTENN U TPYIH.
BputanckusaT xurm-xon ce 3apaxaa oT aptuctu kato Wiley, Dizzee Rascal,

14 Rivera, Raquel Z. 2003: New Y ork Ricans from the hip hop zone (1st ed.). New York:
Palgrave Macmillan.
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the Streets u MHOro Apyru. B ['epmanust cTtaBa M3KITFOUUTEIHO MOMYJISpPEH
Die Fantastischen Vier, KakTO W HIKOJIKO W3IIBJIHUTENN OT TYPCKH
npousxox xaro Cartel, Kool Savas u Azad. BeB ®paHuus craBaT U3BeCTHH
penunia MectHH 3Be3au, kato IAM u Supréme NTM, MC Solaar, Rohff,
Rim'K wim Booba. B Xomanmus Baxuum pambpu oT 90- Te ca rpymure
Osdorp Posse, Extince n Postmen. B WUrtanus 3anouBar na tBopst Jovanotti
u Articolo 31.

Xun-xon KyATypaTta ce MOsABABAa U B IOCTKOMYHHCTUYECKUTE
o0IIecTBa cjae MPOMEHHUTE C TPYNH U W3mbiIHUTEeIH kKato- PM Cool Lee B
[omma, B.U.G. Mafia B PymbHusi, AMuauctus 8 bearapusi, Bad B. B Pycus
u JIp.

Xumn-xombT ce MOSIBSIBA HA a3MaTcKaTa cueHa npe3 80-Te roauHu Ha
20-TH Bek, KOETO CHBIIA/Ia U C IIMPOKOTO PA3MPOCTPAHEHNE Ha KyATypaTa B
EBpona u 1o 1enust cBsaT. ToBa ce AbDKU Ha HAKOIKO (pakTopa, cpejl KOUTO
Morar Jia ce OTOeJexar MOBUILICHUSIT MEIAWEH HMHTEPeC KbM XHII-XOII
KyATypaTa B CBETOBEH Mallad, MosBaTa Ha MbPBUTE (HIMH HA XHII-XOII
TeMaTHKa W HE Ha IIOCIEOHO MACTO CTpeMeXa Ha 3BYKO3aIHCHHUTE
KOMITaHHH J1a IOCTUTHAT JI0 HOBH T1a3apH U ChOTBETHO HOBa MyOJIHKa.

Xun-xonm KyjiTypara ce pa3BHBa IO- J00pe B MPOaMEpPUKAaHCKO
HAcTpoeHHuTe abpxkaBu kato Ounununaure, Anonns, IOxua Kopes, TaiiBan,
Manaiizusa, Magonesus u CuHramyp, Katro KbM TAX MOraT Ja ce J00aBsT
Kurait u aaus, KouTo ycrsiBat Jia Ch3/1a/1aT XUI-XOII CIIeHa, 3aciTy)KaBalla
BHUMAaHHE, BBIPEKH OTPAHWYCHUTE CH Mamadbu u momyispHocT. IlpaBu
BIIEYATIICHUE, Y€ XUI-XOIT HAMHpPA CIICHA B UKOHOMUYECKH PAa3BUTH WU
OBp30pa3BUBAIIIN CE A3UATCKH IHPKABH, OT KOETO MOXKE J]a c€ JOCTHTHE 10
W3BOJIA, Y€ XUI-XOI KyATypaTa B A3Hs MMa I0- CKOPO KOMEpCHaIHa, a He
comanHa wi punocodcka chInHOCT, KakBaTo uma B CAILLL, koeto, kakTo u
B EBporma, ce 1p0KM 1 Ha OTCHCTBHETO HAa PACOBH MIPOTHBOPEUHS, KAKTO U
Ha TI0- HE0Ce3aeMH KJIACOBH Pa3NIMIus B OOIIECTBOTO.

Brumanmne 3aciry’kaBaT a3MATCKUTE XHUIT-XOII TaHIHU WA II0- CKOPO
TaHOOBU TPYNHU W WUINBIHUTCIN, KOUTO KBM JHCIIHA JaTa JOMHHHPAT
CBCTOBHATA TaHIOBAa CHCHA WU 0 rojsiMa CTCICH JUKTYBAT PA3BUTUCTO Ha
XHI-XOIT TaHIOBAaTa KYJITYpa B MLOCIUA CBAT. TaHII'bT nMa BHU3YyaJIHO
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BB3JICHCTBHE U HAMa €3WKOBa Oaprepa, €To 3alll0 TAHINTE Ce BBH3IpHEMaT
Hali- Obp30 B AUl U CITY)KaT KaTo TII00ATHO CPEACTBO 3a Pa3POCTPaHCHUE
Ha XUI-XOI KynrypaTa. [IpyrusT BaKeH €JICMCHT Ha a3uarcKarta CIicHa ¢
KOPeHCKUAT Xum-xom, karo yact or K-mom KyaTyparta, KOWTO B
nocneanure aecermietus ¢ rpynu kato BTS, Red Velvet, Blackpink, EXO,
TWICE, TXT u gp., ycnsaBa TpailHO sJa ce HacTaHM Ha CBETOBHATa
My3WKaJlHA CIEHa W Ja CBh3[aJ¢ HOB MY3HKaJeH JXaHP U IUIOCTHO
U3rpajJicHa My3UKaJIHa WHIYCTPHSL.

JlHec TOYTH BBB BCHYKH CTPAaHM [0 CBETa HMa XHII-XOII
U3MBJIHATEIH, JW/DKEHM, TaHIBOPH, M pambpd, KOMTO pamupaTr Ha
CcOOCTBEHHUS CH €3HK.

Tperata wacT Ha BTOpa rIyIaBa pasriekaa 3apakIaHETO U
Pa3BUTHETO HAa XUI-XOIl KyATypata B Bparapus.

Pa3BuBaiiku ce mo COOCTBEHM MpaBWIa W TBPCEWKH COOCTBEHU
IIOCTIAaHUA U BPB3Ka C IyOsiuKara, ObJrapckara XMm-Xon KyJTypa uMa
KaKTO NPUJIMKHU, TaKa U Pa3IMKU C XMII-XOMa Mo cBeTa. M y Hac XUII-XOIbT
ce Oazupa Ha 4YeETUPUTE OCHOBHM eneMeHTa- Jlumpkeitnar, Emcuumr,
Bpetiknencunr u I'paduty, KaTto MOCTENEHHO ce pa3BUBAT M OCTAHAJIUTE
€JIEMEHTH- MY3UKaJHO TMPOAYIEHTCTBO, OMHTMEHKUHT, OMHUTOOKC, MOja,
Menun u ap. Ot npyra cTpaHa, XUI-XON KyaTypaTa B bbiarapus ce
pas3nnyaBa ChIIECTBEHO BB (huocodceko oTHomeHue. [IpuunauTe 3a TOBa
ca HiKonko. Ha mbpBO MsICTO € MPOM3XOABT Ha OBJIrapcKusl XHUI-XOIl. 3a
pasmuka ot CAILl, xpIeTo XHUII-XOMBT ce 3apaXkia Ha yiaunaTta, B bearapus
XHII-XOIBT C€ Ch37aBa B 3aJIM U CTYAUSL.

B ucropuueckoro cu pazBuTHE OBJITapcKaTa XHUII-XOI KyITypa MOXe
ma ce pasmenun Ha 3 mepuoxpa. IlepBust mepmon (IIspBata Brwina),
3amouBani npe3 cpenara Ha 80-Te u mpoxbDKaBamg 10 cpenara Ha 90-Te, ce
XapaKTepu3upa ¢ JIMICaTa HAa SICHA COLMAJHH IIOCIaHus, He H00po
NO3HaBaHe Ha (GuiIocopusATa HA XHI-XOlAa U KyJITypara B HeHHATa LSUIOCT,
KakTO M TBOPYECKO TBPCEHE OT CTpaHa Ha OBJITapCKUTE XHI-XOII
mmenauTeNH. [Ipes Bropus nepuon (Bropata Beina) ot 1995r. no 2005r.,
XWII-XON Kyatypata B benrapus Oenexxu OypHO pasButme. bparapckure
XWII-XON M3ITBJIHUTENN OCh3HABAT (puocodusaTa Ha XHII-XOI KyATypaTa u
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MpPEeBPBLIAT CBOETO M3KYCTBO B TPHOYHA 3a M3pa3siBaHE HA HECHIIACHE KbM
MKOHOMHYECKATa, MOJUTHYECKA M COLMAHA KpH3a OT cpepata Ha 90- Te
TOIIMHH, 33BI00YAaBAHETO HA TIPOOIEMHUTE HAa MIIAJIUTE XOPa U MPOTECT KbM
cpmiectByBamara cucrema. Ot 2005T. 10 JAHEMIHO BpeMe XHIT-XOI
KyNTypata B CTpaHaTa IPOIBIDKAaBa Jia ce pa3BUBA Ipe3 TaKa HAPEUCHHST
TpPETH TIEPHOA, KOHTO Ce XapaKTepH3Hupa ¢ KOMEpCHAIN3aNKs U ThPCEHE Ha
HOBHM TA3apHU HHIIK WM KaHAIW 3a JOCTHTaHEe N0 aymauTopusTa. MHOro
M3IIBJIHUTEIN CE OTKa3BaT Ja Ce 3aHMMaBaT C parl, Mopajad JIMIcaTa Ha
MequiiHa MOKPera, BIOMIeHO (PMHAHCOBO ChCTOSIHKE, HO Haif-Beue mopaju
HaMaJIIBaHETO HAa MHTEpeca Ha OBIrapCKusl pall CIIyIaTel.

TPETA T'JIABA. TEHE3UC, EBOJIIOIIUA U CBIITHOCT HA
XHUII-XOII TAHIHUTE

Tpera raBa Ha HacTOsIIATa JUCEPTALS Pa3TiIeXkaa AETaHIHO XUII-
XOI TaHIIUTE KaTO €IEMEHT OT XUII-XOIl KyJITypaTa.

I[IbpBaTa yacT Ha Tpera riaBa oOpblla BHUMAHUE HA MOHATHETO
XHII-XON TAHIH, KAaTO C€ W3BEXKIA €IUHHO IOHATHE, OOEIUHSIBAIIO
CHIIECTBYBAIMTE W M3IOJN3BaHH B OOLIECTBOTO TEPMUHH KaTo Opeik
TaHLM, bPOAH WM YIUYHHU TaHIIH.

Moxe na ce mpueMe, Y€ HAUMEHOBAaHHETO Ha TaHIUTE, KaTo
€JIEMEHT OT XMII-XOII KyJITypaTa ce MPOMEHS OT BH3HHKBAHETO UM JIO JHEC,
a ChIIO TaKa U, 4e MUCKYCHWTE IO Ta3H TeMa IIe MpOoIbDKAaT U B Oblele,
KOETO € pe3yinraT OT JTUHAMHUYHATA W IPOMEHSIINA Ce CHIIHOCT Ha XHUI-XOII
KYIITypaTa, KaTo IsLUIO.

[TppBOHAYATHO BCHYKH TAHIOBH CTHIOBE CC HAapuU4yaT C OOLIOTO
HauMeHoBaHue bpeiik TaHuu wiu bpeiikaenc. TepMuHbT ce Haslara nopagu
[IMPOKATa U3BECTHOCT, KOATO MOMyYaBaT OpeliK TaHUUTe OnarojapeHue Ha
TeneBu3nOHHOTO 1oy “Soul Train” u ¢uamure “Breakin' u “Breakin® 2.
Electric Boogaloo”, “Beat Street” m “Wild Style” or 80-te romwum Ha
MHHAJIUSI BEK, KOUTO IPEACTABSAT TAHIIOBUTE IPYIH M TAHI[OBHTS TEXHHUKH B
eTanuTe Ha B3HUKBAHETO HA XHII-XOI KYJITypaTa, KOETO Ce IpHueMa 3a Ol
CKYJI WJIH ,,ACTHHCKHI’, KIIACHYECKH XHUII- XOII, KOMTO HE € KOMEPCHAJIECH.

24


https://bg.wikipedia.org/wiki/2005

IIpe3 90-te roauHu, B CIEACTBHE HA 3aCHJIEHATAa KOMEpCHUaIU3aLus
HA XWII-XOMa, TOCTENEeHHO ce Hajara HamMmeHoBaHweTo CTpHHT TaHIU
(Street dance) wu mo- wHenonyspaoto I'pancku tanmum (Urban dance).

HOpaI[I/I BCC€ II0- 3aCWJICHOTO TIPUCHCTBUC Ha XMUII-XOIla B
AKaACMHUYHUTC CpCIU U MHTCPCCHT HA HayKaTa KbM HCTO € HCO6XOI[I/IMO (S
Ja 6’BI[aT YCTaHOBCHU KOHBCHUHWOHAJIHW CTaHAAPTH 1O OTHOLICHUE
TEPMHUHOJIOTUATA B XUIT-XOIT KYJITypaTta.

[IpenopaBanero, 00paboTBaHETO M XOpeorpadupaHeTo Ha XOM-XOIl
TQHI[OBUTE CTHJIOBE M TEXHHKH, JOBEXIa 10 3arybata Ha TEXHHUs YIHUYCH
XapakTep, a TOBa Hajara W ymoTpebaTta Ha HOB TEPMHUH, KOHWTO [a
o0e/nHsBa B cebe CH KaKTO TAHIIOBHUTE CTHIIOBE MPETOIABAHN B 3aj1a TaKa U
NPOM3BOTHNUTE, KOUTO CE TMOSBABAT HA ynuiata. M3mom3BaHuTe 1oa cera
TEPMUHU MOPAXKIAT HAKOJIKO IPOTHUBOpEYMss U HeTroyHocTH. Ha mbepBO
MSACTO, KbM JHCIIHA JaaTa € ACHO, 4C 6pel711< TaHIOUTE Ca CaMO €JUH OT XHUII-
XOIl TAHI[OBUTE CTHJIOBE, a He ObOeauHsBamio momsitue. Ha BTOpo MsicTo
MOHSTUETO CTPHHT TaHIM HsAMA Kak Ja M3MbJIHsIBA 00equHsBaIa QyHKIH,
TBH KaTO OT HEro cjieaBa Aa ObAaT U3KIIOYCHH TAHIUTE KOUTO CE N3ydaBaT
B 3amTe ¥ KinyoHuTe TaHim (new style, commercial, lyrical, house), kouro
HE Bb3HHUKBAT Ha ynuiara. He Ha IOCISIHO MSICTO 32 Ja ce MPEBbPHE SAUH
TaHI[ B CIEHHYHO U3KYCTBO, TOH ce 00paboTBa W IO TO3M HA4YMH 3aryOBa
YIUYHUSIT CH XapakTep.

KbM fnHemHa gata BCHYKH XMII-XOI TAHI[OBM CTHJIOBE MOrarT 1a
Opmar oOegUMHEHM 110X OOIOTO HAaWMMEHOBAHHWE- XHI-XON TAaHIH. To3u
TePMHH € TMOAXOMSII, TbA Karo oOemuHsIBaA B ceOc CH OCHOBHHTE,
npousBoxuute (ymuudu), Kiryouute (NOUSE) TAaHIIOBH CTHJIOBE W M30sTBa
MIPOTUBOPEUHETO, KOETO Ch3/[aBa TEPMHUHDBT YIIUUHH TAHIIH.

Bropara wuacT Ha TpeTa IIaBa pasMNIekKIa MCTOpUYeCKaTa
crnenuduka npu popMupaHe Ha XMII-XOI TAHLUTE.

Xwun-xom taHure ca cb3naneHu B CALLl B kpas va 60-Te rognHN 1
ca pa3pabOTeHHd OT YAMYHHUTE TAHILOPU B TPAJCKUTE KBapTalH, KaTo
BB3MOXXHOCT 3a ceOenspa3sBaHe W W3TpaKIaHe HAa CaMOYYBCTBHE Ha
MJIQJUTe XOpa OT TPaAcKoTo rero. Jlumcara Ha BB3MOXKHOCTH 3a
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peajn3anusa B aMCPUKAHCKOTO O6III€CTBOTO 0 OHOBAa BpEME Ha XOpaTa OT
TE3UW COLIMATHU HpOCHOﬁKH B IpeaArpaavsTa, KakKTo u HeO6XOI[I/IMOCTTa 40
OT u34Ba IO pas3indHa (bopMa, JOBCKIAT U 10 Cb31aBaHCTO HAa TAHIIOBHUTEC
6I/ITKI/I, npeacTaBJIABaIln BLo6pa>KaeMa pUTMHUYHA CXBaTKa MCXKAY JBaMa
WK T1IOBCYC MPOTHUBHUILM, IIPpU KOATO HApYHIaBaHETO Ha pUTbMa H
(1)I/I3I/I‘IeCKI/IH KOHTAaKT C IPOTUBHHUKA BOIAT 10 3ary6a.

B Hio Mopk AdpoamepukaHuuTe, INyepTOPHKAHIUTE U
NaTHHOAMEpUKAHIMTEe ch3faBaT Uprock wu breaking. B Kanudopuus
Adpoamepukaniure cb3masat locking, roboting, boogaloo wu popping-
HapuyaHH (BHK CTHIIOBE. BCHUKM Te3M TaHIIOBU CTWIIOBE Ca Pa3IMYHU U Ce
0o0eMHSBAT MOpaayl TEXHHS YJIMYEH IPOW3XOJ M WUMIIPOBU3AIMOHHUS CH
XapaxTep.

Bnusinue BbpXY CBOJJIOIMATA Ha XHWUII-XOIlI TAaHIUTE OKa3BaT U
IbPBUTE NPOPECHOHATHH YINYHH TaHIIOBH KPIO-Ta, KOUTO ca chOpMHUPaHH
npe3 70-te rogunun. Tosa ca “Rock Steady Crew” u “The Lockers”, kouro
ch3maBaT U pasmpocrpansBat breaking, locking u popping u “The Electric
Boogaloos”, kouro momymsapusupar cruina Boogaloo. Be3meiicTBie BBpXyY
XMII-XOIl TAaHLUTE OKA3BaT U COLMAIHHUTE TaHIM B Pa3IMYHUTE UM (DOPMHU.
Tanmu ot 90-te roguam karo “Running Man”, “Worm” u “Cabbage Patch”
JI0o0MBaT MIMpOKa MOIYJIAPHOCT M CTaBaT TPAJHWIMOHHH 3a KIyOOBeTe U
muckorekure. Crmex 2000- Ta roguHa ce MOSABABAT W APYTU COLMATHU
TaHIIM, KOUTO Ce TaHIyBaT B Oiok, kato “Cha Cha slide”, “Cat daddy” u
“Dougie”, KOMTO CBIIO CTaBaT MHOro MONylspHU. He Ha mocnenHo msicto
Cllell MaCOBOTO PA3NpPOCTPAHEHHE Ha XHII-XOIl KYJITypaTa MO LEIHs CBAT B
kpas Ha 20-TH BeK BIHUAHHE BBPXY XHWI-XOII TAHIUTE OKa3BaT H
HAaIMOHATHUTE KYATYPH, KaKTO U IPYI'H TAHIIOBH CTWJIOBE, KAaTO HapHMep
Oayera, U MO TO3M HAYMH CE IMOSBSBAT EKIESKTHYHH CTHIOBe kKaTo K-mom
(xopeiicka pa3HOBHIHOCT Ha XHWI-XOma), PeretoH (XWI-XOH IMOBIHSH OT
JATHHO- MY3HKAaTa, Pa3lpOCTPaHEH B Ibp)KaBUTE OT KapuOCKus OaceiiH),
XHUIDIET (CMECBaHe Ha XWI-XOI U 0ajer), JKa3-(QbHK (XUM-XOM MOBJIHSH OT
JDKa3 My3HKaTa) u JIp.

[Ipe3 21-Bu Bek MHOTO IOIYJSIPHM CTaBaT KIIyOHWTE TAaHIM, KAaTO
house, waacking, vogue, KOMTO, BBOpPEKH Y€ HIMAT YAHYEH MPOU3XOL,
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https://en.wikipedia.org/wiki/Uprock
https://en.wikipedia.org/wiki/B-boying
https://en.wikipedia.org/wiki/Locking_(dance)
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https://en.wikipedia.org/wiki/Popping

ChIIO cTaBart qacrt oT XHII-XOIT TaHIoBaTa KYyJTypa nopaau
HUMIIPOBU3AIMOHHUA CH XapPAKTCP.

B TperaTta wWacT Ha TpeTa IjaBa ca pasrIENaHH XHI-XOII
TaHIoBHUTE cTUIIOBE. OCOOCH aKIIeHT € MMOCTABEH BbPXY OCHOBHHTE — OpEiiK,
NOMHMHT M JIOKMHT, HO Ca pasrie[aHd W TNPOU3BOJHHUTE, KaKTO W
MOJICTUIIOBETE B XHII-XOI TAHIIOBOTO M3KYCTBO.

Bpeiik Tanuute (Breaking) npousnuzat ome or kpast Ha 60-Te
TOIMHH, a MSCTOTO Ha 3apak[JaHe M Pa3BUTHE Ca H3TOYHOTO KpaiOpexwue
Ha CAIIl. Bcuuku UW3TOYHMIM COYaT KaToO TSIXHO POAHO MSCTO
npearpaauaTa Ha Hio Mopx — Bpykun, Xapiaem, KyuHC H [0 KOHKPETHO
bpoHKc, B KOMTO XKHMBE€ OCHOBHO HHCKaTa COILMalHA IPOCIOWKa WU
HacelleHHe OT a)poaMepUKaHCKU U ITYEPTOPUKAHCKH MTPOM3X O],

3a pasnmka or Opeiika, koiiTo ce paxma B Hio Hopk, dbHKnH
cruioBere ce cb3maBar B Kamudopums. IIspBoHauasno Tte He ca
BB3MPUEMaHU 33 XHII-XOIl TaHIW— TAHIyBaT ce HAa (BHK, a HE XHII-XOIl
My3HKa U IIOHE B HA4aJIOTO HE ca OOBBP3BaHM C APYTUTE CIEMEHTH Ha XHII-
xona (DJing, rpadutu 1 MCing)!®. @BbHKY TaHIMTE ca MAJIKO MO-CTapH OT
Opeiika mopaau ¢axra, ye boogaloo u locking ca paspaborenu ore B Kpas
Ha 60-Te roJMHM, Ha M3KITIOYUTEHO IIOMY/SIPHATA 0 OHOBA BPEME MYy3HKa
Ha m3nbeaHUTENH Kato DxeiimMc bpayn, rpymu karo The Metres, Slide and
family stone, xouro cmecBar pasmMYHH COyJI, JKa3 W PUTBM €HI Oiyc
CTWJIOBE, CTaHAIM TOMYJISpHA KaTo (GbHK Mysukal’. OcHOBHHTE ()BHKH
CTHJIOBE, KOUTO Ca YaCT M OT OCHOBHUTE XHII-XOIl TAHIIOBU CTHIIOBE, 3aCIHO
¢ Opeiik, ca OMUHT U JIOKUHT.

Popping (monuHr) € equH OT TPUTE OCHOBHU TAHIIOBH CTHIJIA B XUII-
XONn TaHIWTe (3aemHO ¢ Opedk W JOKWHT). ToBa € YIWYeH TaHII,
TIpUHAAISKAIT KbM Taka HapedeHute ,,Funk Styles®, kolTo ce ocHOBaBa Ha
M3IOJI3BAHETO HAa MYCKYJHH M CTaBHM TEXHHKH Ha [IBIKCHHE U €(eKT
BBPXY PUTBMa Ha MY3WKaTa, Upe3 10- CHIIHK WM 10- CITa0N KOHTPAKIINH C
Pa3IMYHU YacTH HA TSUIOTO, ChUETABANKH IO C Pa3INYHH MO3H U ABHKEHHA.

15 Mackerell, Judith 2009: We have a mission to spread the word. The Guardian.
16 Nelson, Tom 2009: 1000 Novelty & Fad Dance. Bloomington: AuthorHouse, ctp. 32-33
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Bbnpekn, uye mnpeacTaBisABa caMO €1HAa KOHKPETHA TaHIOBA TEXHHKa
Ha3BaHUeTO ,,Popping nHec ce H3MON3Ba, KAaTO OOIIO HApHUIATEITHO
TIOHSITHE 00XBAIIAIIO Iisi1a ramMa OT MOJICTHIIOBE, KOUTO UMAT OOIIM KOPEHU
(animation, tutting, turfing, electric boogaloo, waveing, roboting, ticking,
liquid, storbing, gliding, sliding u ap.).

Locking (mppBOHawyanHo HapuuaH ,.campbelllocking™) e d¢bHKH
TAHIIOB CTWJ, ONpENENsH KaTo €JUH OT OCHOBHUTE XHWII-XON TaHIOBH
ctwioBe. HMmero wumBa or anrmiickoro  "lock"  (3akirouBane),
NIPE/ICTABISBAILIO PEyBaHEe Ha KOMOWHauusTa OT Obp3W JABWXKEHHS U
CHHpaHe B UMIIPOBU3MPaHA MO3HIHSI 32 KPaTKO BpeMe (HapedeHo 1o3a MK
»freez”) . XapakrtepHu 3a cTWia ca Obp3WTe W MPEHU3HU BWKCHUS Ha
pblLieTe U 1o- IJIABHUTE JIBW)KEHHS Ha OelpaTa U Kpakata. TaHIbOPUTE OT
TO3M CTHJI C€ Hapu4aT JOKbpH. Te ce OTIIMYaBaT ChbC crenu(UUueH CTUII Ha
obyiMuaHe, BKJIIOYBAIL APEXH Ha paiiera, TUPAHTH, IIAINKH, IBJITH YOpary,
0eny phKaBHULH U CIIEU(PUIHU O0YBKH.

Ot camoto cu cw3faBaHe 10 aHec Locking ce TaHiyBa Ha (ybHK
My3uKa. [IbpBoHadagHO TOBa € Owina Mmy3ukaTta Ha [Dxeifimc bpayH, a kbM
JHEIIHa JaTa Beue MMa CTOTUIM XWIAAU (BHK IIECHH Ha KOUTO C€ TaHIlyBa
JIOKUHT.

Hecer rogmHu crex mosBata Ha Opeiika, JOKMHra W TONUHTA Ce
MOSIBSIBAT 4YeTHpM HOBH TaHmosu cria- Memphis Jookin *, Turfing,
Jerkin' u Krumping. Tpu or msx unsat ot Kanudopuus, a equs uasa ot
Tenecn.

Memphis Jookin' e TanmoB ctii ch3maneH npe3 80-Te TOAWHH B
Mewmpuc, Tenecu. CtunbT e OazupaH Ha mo-ctap TaHI HapedeH The
Gangsta 'Walk.

Turfing, akpornm tpomsnuzanr or Taking Up Room on the Floor
(3aemane Ha Toma B crasTa), € ch3maneH mpe3 2002 r. or Jeriel Bey B
Oyxnann, Kamugopansa. Turfing e chBKYITHOCT OT TAHTOMUMA W TUTH3TaHE,
KaTo akKIEeHTBT € BBPXY Pa3ka3BaHETO HA HCTOPUH (dpe3 ABIDKCHHE) U
Ch3/IaBaHETO Ha 3PUTEITHA WIIFO3HSL
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TannoBusaT ctun Ha Jerkin' e monynspusupan mpe3 2009 r. ot pan
neceHta Ha New Boyz "You're a Jerk", xosiTo ce mosiBsiBa IMbpBOHAYATIHO B
CTpaHHUIlaTa Ha TpynaTa B MySpace, olle penn Te 1a UMaT IPOAYLIEHT.

Bbnpekn we Memphis Jookin', Turfing, Jerkin' renepupat
pervoHaHa MOJKpeNna U MEAWHHO BHUMaHWE, HUKOW OT Te3W CTUIIOBE HE
nocrura momymsipHoctta Ha Krumping. Ceasare "Tight Eyez" Willis u
Jo'Artis "Big Mijo" Ratti ce3maBat kpbMm-a B Havajgoto Ha 2000-Te B
I0sxen Lentpanen, Jloc Anmxenuct’.

KomepcnanHaTta BepcHsi HA XHII-XON TAHIMTE € CBh3JajJeHa OT
TaHI[OBaTa MHIYCTPHUsA, C LIEN Ja Ce 3aJ0BONAT HY)KIUTE Ha MYy3HUKaJTHHUTE
U3IIBJIHUTENN OT TaHLBOPH, KOUTO JIa YU4acTBAaT BHB BHUJIECO-KIUIIOBETE KbM
TeXHUTE TIecHU. Te3n TpajcKu Xopeorpauu WM CTYIUEH XUII-XOII,
NOHSIKOTa HapW4aHH 107 OOIIOTO HaMMEHOBaHHE "HOB CTHI", ca XMI-XOI
TaHIM, KOMUTO MOTaT Jia Cc€ M3MBJIHABAT KAaKTO BBPXY pall, Taka U BBPXY
R&B u non my3uxka.

Xayc € XWI-XOI TaHLOB CTWI M COUMAJIECH TaHL, KOWTO BOIAU
HayaJIOTO CU OT BHABPrpayHJ Xayc My3HMKalHarta cueHa Ha Yukaro u Hio
Vopk. Xayc cTWIBT € MMIPOBH3ALMOHEH M CE XapaKTEpH3Upa C ObP3H U
CJIOXHU CTBIIKM, ChUYETAHM C IUIABHM JBW)KEHHMS B KOpIyca, KakTo WU
TaHIyBaHE B XOPU3OHTAIHO MOJI0KEHHE Ha TI0/1a.

YakuHr € XUun-xXor TaHioB ctwi, c¢b3aaieH B JITBT kiybosere Ha
Jloc Anmxenuc npe3 70-Te ToauHU Ha MHUHANUS BeK. CTHIIBT OOMKHOBEHO
ce TaHI[yBa Ha IUCKO My3uka oT 70-Te TOIWHH W Ce OTJIH4YaBa TJIaBHO C
BBPTEIMBHUTE [BIKCHHS Ha pBIETe, I[O3MPAaHETO W TOAdYepTaHaTa
JKEHCTBEHOCT.

Boyr, unu Boyrunr ¢ MopepeH KiIyOeH TaHII TaHI, 9acT OT XHII-
XOIl TaHIOBHTE CTHJIOBE OT Kpas Ha 80-Te TOAMHM HAa MHHAJHSA BeEK.
XapaKTepHH 3a CTHJIA ca ITO3UTE, KaTo TaHIbOPBT TPsIOBa 1a CH MPEICTaBs,
4e mo3upa npen ¢pororpad Ha MOTHO CIIFICAHHE.

17 Pagget, Taisha 2004: Getting Krumped. Dance.
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YerBbpTaTa 4acT HA TPeTa IV1aBa pasriexja (pakTopuTe, KOUTO
0Ka3BaT BJIMSIHUE 32 PA3BUTHETO HA XUII-XOMN TAHIMTE.

KakTo Beue Oelie CIOMEHATO, TAHIOBHTE IPYNH HIPAsT OCHOBHA
pOJIs IPU BH3HUKBAHETO U CBOJIOIUATA HA XUII-XOM TaHIUTE. TaHIIOBO KPIO
€ rpyna OT YIHWYHH TAaHIbOPH, KOMTO Ce ChOMpAT, 3a Ja pa3paboTAT HOBU
JIBIDKEHHUSI U J1a Ce ChCTe3aBaT C APYTH Kpro- Ta. BCHYKM CTHIOBE HA XHII-
XOM TaHIWTE 3al0YBaT KaTO CONMAJIHH TAHIM HAa YIWIaTa, a HE B
TQHI[OBHUTE CTY/IHA, U 33 TOBA SMHCTBCHHUAT HAYMH J]a CC HAYYH HUCTOPHATA,
TEXHUKUTE, JIBKCHHUSITA, CHITHOCTTA U CIICHU(UKATA a XUI-XOI TAHIIOBHUTE
CTUJIOBE, € OUIT B Kpio-To'S.

Moxe na ce Kaxe, 4e TAaHLOBUTE I'PYNU UMAT OCHOBHA pOJIS IIPU
Cb3J1aBaHCTO Ha TaHIOBH JABMXXCHHA MW TCXHHUKH, HO CBOJIOLMATA Ha
CTUJIOBCTC W XHUII-XOIl TaHIOUTE KaTo LAI0 C€ IOBJDKW MNPECANMHO Ha
OarbauTe. B cTpemexa cu Beska Tpyma jAa MOKaKe HEIlo HOBO, PasiIHYHO U
mo- J00po OT jpyraTa TIpyna, TaHILOPUTE BCEKH WBT MOAOOpSBAT
TaHIyBaJIHATa CU TEXHHKA, CH3JaBAT HOBH JABIDKCHHUS, CMECBAT CTUIIOBE U
[paBsT HOBOBBBEICHHUSI.

[dpyruar enemMeHT, KOWTO OKa3Ba OCHOBHO BIIUSHUE BBPXY
€BOJIFOLMSATA, MOMYIAPU3UPAHETO M  PA3MpPOCTPAHEHHETO HA XMII-XOI
TaHIUTE ca MEAMHTE, Thil KaTO ako He 0sXxa MEAMUHUTE XHUII-XONbT ILenle 1a
OCTaHe caMo JIOKAJIHO MPOSIBJICHUE Ha TpajckaTta cyokynTypa B CALLL

ConmajHuTe XUI-XON TAHUM (MAPTH TAHIM) 3aI104BaT, C IOSABATA
Ha MY3HMKaJHHATE KIHMIIOBE, KOTaTo XHII-XOI MY3HKaHTHTE 3alloyBaT [1a
NpaBsAT TECHH CBHIPOBOAEHM C TaHI, CIEHHaTHO Xopeorpadupan 3a
TIECeHTA.

Hsikou conpayHM TaHIM ca Ch3JaJCHH 3a Ja Ce TaHIyBaT B PEIHIH
OT TOJIEMH TPYIH XOpa, Hal- 4ecTO Ha YIWIAaTa WIM Ha IPYTH OTKPUTH
MPOCTPAHCTBA, a IIOHAKOra M B IUCKOTEKH U roneMHu Kirybose. ToBa ca Taka
HapedeHuTe TaHim B nuHMA win line dance. "Cha Cha Slide", "Cupid

18 \Wisner, Heather 2006: From Street to Studio. Dance.
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Shuffle" n "Soulja Boy" ca npumepu 3a TaHIM B JIMHWS, Ch3aJCHH Ha
€THOMMEHHHTE XHII-XOII ITECHH.

KakTo Beue Oelie CIOMEHATO MO- HATOpE, XHUIM-XOM KYATypara ce
pasmpocTpaHsiBa MHOrO OBP30 MO ILEMHs CBAT U CE BB3MPUEMa ChIIO
TOJNKOBA OBP30 OT MJIAJOTO MOKOIeHHe. EHA OT MPUYHHKUTE €, Ye OT enHa
CTpaHa XUI-XOIl My3HKaTa Ce M3ITbJIHABA HAa MECTHHSAT 3a CTpaHaTa e3HK, a
OT Jpyra CTpaHa € Bb3MOKHOCTTa MeCTHATa KYJTypa JIa BJIMsie U J1a ce
KOMOMHHpaA ¢ XUO-Xom KyJiartypara. ToBa Bb3IelicTBHE ce HaOmr0qaBa
KaKTO TPH XMII-XOI My3MKaTa, TaKa U P XUII-XOIl TAHIUTE.

Haii- ronsimMo Bb3AeicTBHE 3a pa3BUTHE HA XOM-XON TaHIWUTE UMAaT
HallMOHAJHUTE KYyJATYpH Ha JbpXKaBUTE, KOMTO ca Hail- Onm3ko m0
NpoMU3X0Jla Ha XHUI-XOIa, a UMEHHO cTpaHuTe OT JlaTmHCka AMepHka u
Adpuka. HambiHO €cTECTBEHO W MHOI'O JIECHO [BIDKEHHUSI OT JIATUHO
TaHIUTE W (OJIKIOPHUTE TAaHIM HAa apUKAHCKHTE ABPXKABU Ca HABIE3JIH
MIOCTETICHHO B XHUII-XOINl TaHUMTE U JHEC JOPH € TPYIHO Ja C€ YCTaHOBU
TOYHMAT NPOMU3XO0J Ha HSIKOM JBIKeHUs. Ha BTOpPO MACTO BIMSHHE BBPXY
Pa3BUTUETO HA XMUI-XON TAHIMUTE OKa3BaT HALMOHAIHUTE KYITYypH, Ha
nepkaBu kato Kopes, fImaiika m Jp., KOUTO Cb3/aBaT CBOM COOCTBEHH
MOACTHIIOBE HA XHI-XOI KynTyparta. He Ha mociefiHO MsICTO MOXE Ja ce
Kaxke, Y€ BCSIKa HAIMOHAJIHA KYJITypa OKa3Ba BIIMSHUE BBPXY XHUII-XOII
TaHLUTE B Pa3IM4HA CTETICH.

YETBBPTA TIJIABA. TEOPETHYHU OCHOBH 3A
CTPOEXXA HA TAHHOBUTE JIBUKEHWS U KOHLUENTYAJIHU
OCOBEHOCTH B XHUII-XOIT XOPEOTI'PADUSTA.
KOHIEITYAJIEH MO/JEJI 3A HN3I'PAXKJAHE n
PEAJIN3UPAHE HA OBYYEHHME I10 XHUII-XOII TAHIIA

UYerBbpTa IWIaBa OT JUCEPTALMOHHUS TPYZA pa3Iyiexaa OCHOBHU
MOHATHS OT 00JacTTa Ha Xopeorpadusra, KOUTO ca MPWIOKHUMU U B XHII-
XOI TaHIUTE. B mbpBaTa yacT ca pasriieiaH OCHOBHHUTE MOJIOKEHHsI Ha
pbLeTe, KpakaTa, cHarata (Kopmyca) W IjaBaTa, ejJleMeHTHTe Ha
TAHLOBUTE /ABM:KEHHS, KAKTO M HSIKOM XapaKTepHH [BHKEHHMsS 3a
OCHOBHHUTE TPHM XHMII-XOI TaHUOBM cTHiaa- bpelik, Ilonuar u JlokuHr.
[TppBaTa yact Ha yeTBHpTa IIaBa ¢ Oasupana Ha TeopusTa 3a cTpoexa Ha
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JBIDKeHUsITa B bbarapckara Hapomna xopeorpadwust Ha K. [xeneB m K.
Xapanammnues.

XWuI-X0I TaHIUTE MPUTEKABAT OCOOCHOCTH, KOUTO TH OTJIIMYaBaT OT
OCTaHAJIMTE TAHIOBU CTUJIOBE M IO TO3M HAYHMH CE€ MPEBPBIIAT B OTACIECH
tanioB ctwi. OT gpyra cTpaHa MoraT Ja Ce TbpCAT CXOMHH
XapaKTEPUCTUKH KaKTO C (DOJKIOPHHTE, TaKa W ¢ MOJEPHHUTE U CIIOPTHHU
TaHIIM, KOMTO Jia CIOMOTHAT 3a Ch3JlaBaHE HAa YHHMBEPCAIHH MOHATHS U
TEPMHUHOJIOTUS B 00IacTTa Ha Xopeorpadusra, KaTo HayIHa JUCIUTLIMNHA.

Iopagd WMIPOBU3AIMOHHUS XapakTep Ha XUI-XOI TaHIWTE,
TQHI[OBUTE IBMKEHUS HA TMPAKTHKA Ca HEOrPaHMYEHHM Ha OpOd W TPyOHO
Morar jia ObJaT CUCTEMATH3UPaHH. BBIPEKH TOBa ChINECTBYBAT IPABHIIA,
TEXHUKM WM JBWKEHHS, KOUTO C€ Hapu4yaT OCHOBHHM i basic (Geiicuk),
KOWTO Ca CIIeUU(pUIHH 38 BCEKH OT/EIEH XHUIT-XOIl TAHIIOB CTHIL

Bpeiik TaHmMTE BKJIIOYBAT YETHPU OCHOBHU TIPYINHU TaHLOBU
nBwkeHns. ToBa ca toprock (Tompokxc), downrock (mayHpokc), power
moves (maybpmyBc) u freezes (¢puiizoBe). IIpexomure ot toprock kbM
downrock u power moves ce Hapudatr drops. MHOro € BaXHO 1a MUMa
IUIaBEH MPEXOf MEXKAY OTACIHUTE E€JIEMEHTH IPH TaHI[yBaHE, KOETO Ce
uapuda flow.

Beopeku ue, Locking e uMnpoBu3anioHeH XHII-XON TAHIOB CTHIL,
CBILECTBYBAT M MHOI'O OCHOBHH JBIDKEHISI Ch3JaJICHU OT IbPBUTE JIOKbPH,
kato Don Campbell u apyriu. MHOTo TaHIIbOPH TPOMEHST MK KOMOUHUPAT
Te3W ABIKCHWSI C APYIW M Ch30aBaT CBOM COOCTBeHH BapuaHTh. Hskon
Locking nBmkeHHs MpOU3NU3aT OT COLUAIHHTE TAHIHK, KOUTO Ca Ce
TaHIYBaJIK B HOIHATE KIIyOOBE U JUCKOTEKH.

JIBwKkeHUsATa B JIOKMHT Ca KOHIIGHTPUPAaHH TJIABHO B pBIETE, a
KpakaTa W3IBJIHABAT HaW- 9eCTO CTBIKU W XomoBe. OCBEH IBIKEHUATA C
PBIIE B JIOKHHT C€ W3IOI3BAT U MHOTO IMPOMEHH Ha TO3WIMUTE HA TSIIOTO-
KJIIKaHe, KOJIEHWYEHEe, CsaHe, onupaHe, Jjsrane u Ap. Haii- dyecro
JBIDKCHUSATA CE M3ITBIHABAT C TPYYB HA BCSIKO MY3WKAIHO BpeMe, HO MOXKE
Jla ©Ma U Nay3| Npu NO3UpaHe.
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IMomuHr ce w3noOm3Ba M Karo OOCAMHSABAINO TIOHATHE 3a
0003HaYaBaHe Ha Tpyma OT CBBP3aHH TAHIOBU CTUIIOBE U TEXHUKH, KaTO
Robot, Waving, Tutting u ap.. EjqekTpoHHaTa My3HKa CBHIIO BIHSAE BBPXY
TIONMHTA U N0/l HEWHO BB3AEHCTBHUE ce MOsBABAT MOJCTWIOBE Kato liquid,
digits, turfing u ap.. IlonuHr TaHIEOPHT OOMKHOBEHO CE HapW4a IOIMbBP, a
TEe3H TaHIBOPH, KOUTO CE PA3BUBAT B CHEIU(PUIHUTE TTONCTUIOBE MOTAT JIa
ce HapHU4aT yeHBbp, TYThP, CTOOBD U Ip.

I[BI/I)KCHI/IHTa B TPCTHUAT OCHOBCH XOII-XOIT TAHIIOB CTHJI Ilomuur ca
6a3I/IpaHI/I Ha OCHOBaTa Ha UMIIPOBU3AIMOHHU TEXHUKHU, H30JIallMU Ha
Pas3jinyH 4aCTHu OT TAJIOTO U cneun(banaTa 3a CTWJIa TEXHHMKa Hape€dyC€Ha
ITOIT WJIN XHUT.

BbB BTOpaTa yacT Ha rjiaBaTa ca pasrieJaHd KOMIO3HIIMOHHUTE
0C00eHOCTH Ha XHI-XON XopeorpadusTa, kKaro me Oble pasrienaH
CTPOSXBT Ha TaHIOBaTa (OopMa, a cie]] ToBa M BUIIOBETE TAHIOBH (HOpPMH,
NPWIOKUMU B XHUI-XOI TaHLOBaTa xopeorpadusa. Bropata wact ce
ocHoBaBa Ha Kommno3unust u ¢popmu Ha taHua Ha . AOpaiues.

Ha mppBO MSCTO € HEOOXOAMMO [a ce OTOENEeKH, Y€ B XHII-XOI
TaHLUTE ca ce 000COOWIN JIBe HalpaBieHus- Gpuil cTailsl (MMIIPOBHU3ALINS)
u xopeorpadus. Ha ocHOBaTa Ha NPOTHBOIOCTABSIHETO HA TE3H MABE
HAIpaBJICHUs CE Ch3/aBa KOH(GIHKT MEXKAY MPUBBPIKCHHUIMTE HA cTapara
(old school) u HoBata (new style) 1Ko B XHUII-XOII TAHIUTE.

B o0mu J5uHUM, XWI-XOI TaHLOBUTE Xopeorpaduu cieaBaT
CTPOE:KbT Ha TaHHOBaTa ¢opMa, MO3HAT M B OCTAHAINTE TAHIIOBH
CTHJIOBE, KOHTO € aHAJIOTMYEH C BPEMEHHHUTE NapaMeTpu Ha MY3HMKaTHUS
CTPOEX U JI0 TOJIsIMA CTEIICH Ce MPEAONpPENesst OT HETO.

B xwum-xonm TaHIWTE, KaKTO W B OCTAHAJIUTE TAHIIOBH CTHJIOBE
CBIIIECTBYBAT [BE OCHOBHM KaTeropud Ha TaHLUOBUTE (opmum —
AUBEPTHCMEHTHA U JleficTBeHa.

JluBepTHCMeHTHUTEe (GOPMH C€ OCHOBABAT HA Taka HApEUCHUTE
Lauctn  TaHmu. ToBa ca TaHOW, TpPH KOWUTO HsAMAa CIOKET WIH
JpamMaTyprudao aerictsue. ChIbp)KaHHETO UM Ce CBEXIA 10 M3pa3siBaHe Ha
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EMOIUOHAJIHOTO CBCTOSIHUE U HACTPOCHUC Ha HW3MNBJIHUTCIUTC IIPpU
yBECCIICHUSA, PA3BJICUYCHUA WIN 3a0aBacHUS.

ﬂeﬁCTBeHHTe (l)OpMI/I C€ pasjinyaBaT OT JUBECPTUCMECHTHUTE IOpaan
TOBa, Y€ TAXHOTO (bopM006pa3yBaHe ce 06y0HaBH OT HAJIUYHUECTO Ha
ApaMaTypruiHo JICUCTBHE.

B ceBpemenHara xopeorpadcka npakTvka TeMaTHYHaTa popma ce
M3M0JI3Ba Hall- Beue 3a rpynoBa NOPTPETHA XapaKTEPUCTHKA Ha ONpeAeieHa
KaTeropus Xopa- HalpuMep COLUaIHa, eTHUYECKa, NpodecuoHaIHa U JIp.

B CJIY4auTe, KOrato CbAbPKaHUCTO HA TaHIla C€ U3ABABA U (bopMaTa
MYy CC€ uU3rpaxjga Bb3 OCHOBAaTa Ha CIOXKCT, ﬂeﬁCTBCHaTa TaHIIOBa (bopMa Cce
Hapuyda CHO’KE€THA.

MHoOro 4ecTo B XUI-XOIl TAHLUTE CE CpellaT cMeceHuTe (popMu —
CIOKETHO- TEeMaTWYHATA W TEMAaTHYHO- CHOKeTHaTa. HasBanueto ce
ompefens B 33aBUCHMOCT  OT  [peoOnajaBaiiis  [PUHOWI — Ha
(hopMooOpazyBaHETO.

Komno3unuoHHHTEe CTPYKTYpM c€ ONpelensT oT OposT Ha
U3IBJIHUTEINTE, KOUTO (paKTHYECKH AaBaT M HAMMEHOBaHHETO UM. B xwum-
XOIl TAHIIUTE CE CPeIIaT CICTHUTE KOMIIO3UIIMOHHH CTPYKTYPH: COJI0; AyeT
U Ay0; MaJiKa rpyna (cbCcTou ce oT 3 10 7 TAHLLOPA); roJsiMa rpymna (ot
8 1o 15 Tanubopa); popmanus (Hax 16 Tanubopa).

B TperaTa yacT Ha YeTBBHPTA IJIaBa € MPEACTABEH KOHLENTYaJeH
MojeJ 3a W3rpPakiaHe M peaju3upaHe Ha O0y4eHHMETO MO XHII-XOI
TAHIOBU TEXHUKHU, Oa3UpaH Ha OCHOBAaTa Ha METOAWKATa Ha OOYYEHHETO
mo Owpirapcku TaHiM Ha Ct. BhriapoB m merogmkara Ha OOyYEHHETO TIO
cropTHHU TaHIM Ha 311. KocToB.

OOydeHneTo 1o TaHIM € 00pa30BaTeNeH IMPOIIeC, KOHTO, OCBEH e ce
NOMYMHABA HA 3aJbJDKHTCIHUTE JHIAKTHYSCKH U IEeJaroruuecku
NPUHIMIN, pellaBa W crenuduYHA 3afa4d OT obyiacTTa Ha HM3KYCTBOTO,
¢usnyeckaTa MOATOTOBKA M JMYHOCTHOTO Pa3BHUTHE Ha OOydyaBalWTe ce.
KbM Te3n cnemmuaHuTe 3a0a9M caaT pa3BUTHETO HA MY3HKAJCH CIIyX U
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YYBCTBOTO 3a PpHUTBbM, I[IOBUIIABAHECTO Ha CCTCTHUYCCKATAa KYJITYpa,
U3TpaKAaHCTO Ha IIpaBUJIHA CTOﬁKa, HOI[O6p$IBaH€TO Ha O6HIOT0
(1)1/131/111ec1<o CbCTOAHUEC, PA3BUTHUCTO HA KOOpAWHAIUATA, 6T)p30TO B3€MaHC
Ha PpCIICHHA, U3rpaXJAaHe€ToO Ha JUCHUIIMHHUPAHOCT, CKHUIIHOCT U
WHHUIIUATUBHOCT.

o cBOsITa CHITHOCT XMIT-XOII TAHIIUTE Ca IT0- CKOPO TAHIIOB XaHp, B
KOWTO ca BaJMIHMA OOIIUTE METOAWYECKHM W AWJAKTUYECKH TPHUHIUIIY,
3aJIerHajIy B 00Y4EHHETO 0 TAHIM KAaTO U3KYCTBO- KIIACHYECKH, MOJIEpPHH U
Obnrapcku HapogHu TaHi. OT Jpyra cTpaHa XUII-XON TaHIUTE HMaT
ChCTE3aTeJICH XapaKTep, Thil KaTo Ollle OT caMOTO CH Ch3JlaBaHE, OCHOBHATA
CIIeHa 3a U3sBa ca TaHIOBUTE OUTKH (0aThIM), KATO MO TO3M IOKAa3aTen ce
JIO6J'II/I)KaBaT J10 CHOPTHUTE TaHIU. Toa ¢ u IpuiyrHaTa IOBEYETO OT
METOAUTC W IUAAKTHYCCKUTEC IPUHIOUIIM Ja ca €JHAaKBU C TE3MW Ha
00y4EeHHETO 10 KJIACHYECKU WM OBJIrapCKH HApOJHW TaHIM, HO J]a UMa U
TaKUBa, KOUTO Ca XapaKTEPHHU 32 00yYEHHETO 110 CHIOPTHH TaHIIH.

OO0ydeHneTo Mo XWI-XOI TaHIM MMa JBE OCHOBHM Liend. bes nma ce
CTEMEHyBAaT 110 Ba)KHOCT, €JHATA € PA3BUTHETO HA (U3HYECKH KayecTBa
KaTo cuiia, Obp3uHa, I'BBKABOCT M W3APHKIMBOCT, a pyraTta € pa3BUTHETO
Ha coeuuUYHU CHOCOOHOCTM KAaTo PAaBHOBECHE, OPUCHTALWA,
KOOpAMHAIMS, PHUTMYBAlllda CIIOCOOHOCT, CHHXPOH M H3Pa3HTEIHOCT Ha
IBIKeHUsATa. Te3u LeIn ce AOCTUraT 4pe3 KOMIIOHEHTUTE Ha OOYy4HTelIeH
mpolec IO XHWI-XON TaHIM, a HMEHHO TexXHWYecKa, (Qusmyecka,
NICUXUYecKa, TEOPETHYHA U Xopeorpa)cka IOArOTOBKA.

Haii- BaXHMAT KOMIIOHEHT HO o6yqu1/1eTo II0 XHII-XOIl TaHIOHu €
TeXHHYecKaTa moaroropka. OcHoBHaTa OeJI Ha Ta3d IIOAIOTOBKa €
Ka4€CTBCHOTO H e(beKTI/IBHO YCBOsABaHE Ha TAHOOBUTE IBWXCHHA U
TCXHUKUTC HA U3ITBJIHCHUCTO M.

BropusT KOMIOHEHT OT OOYYHTEIHHAT Iporec € (u3nueckara
noaAroroBka. Ts € ocHOBaTa BBPXY KOATO CE M3TPAXKAAT TeXHHMUYECKaTa U
NICUXWYECKaTa IOATOTOBKAa HAa TAHOBOPHTE. Pa3BUTHETO HAa XMII-XOI
TAHIUTE € HEMHUCIUMO O€3 MOCTOSHHOTO MOIABPKaHE Ha BUCOKO PaBHHMIIE
Ha JIBUTATETHU COCOOHOCTH Ha TaHIILOPHTE.
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CrnenmBamusaT KOMIIOHGHT B OOYYCHHETO IO XHIT-XOI TaHIH €
NMCHXNYECKATA MOATOTOBKA. ToBa ¢ crieruuyeH mporec U ¢ HeoOXOauMOo
MpenojaBaTeNIuTe MO TaHIM Ja WUMAT OCHOBHHU IO3HAHUS MO JeTcka W
COIMAJIHA TICHXOJIOTHS, KOMTO Ja TpIiaraT mpu padoTata CH C TaHIIOBU
TPYIU ¥ WHAWBHYATHU U3ITbITHUTEITH.

TeopeanHaTa nmoaAroToOBKa ChIIO € BaXEH KOMIIOHCHT B
O6y‘IeHI/IeTO 10 XHII-XOIl TaHIIH. Tsa ocurypsiBa H€O6XOI[I/IMI/IHT 00eM OT
3HaHUA 3a IPABUITHOTO IMMPOBEKIAHE HA 06y‘II/ITeJ'IHI/IHT rnpoiuec.

He Ha mocnenHo MSCTO BakKeH KOMIIOHEHT B OOYYCHHETO MO XHII-
XOIl TaHIM € Xopeorpadckara MOAroToBKa. Ts BKIIOYBA BCUUKH aCMEKTH
Ha TaHIOBOTO M3KYCTBO KaTo CTpoeX W QopMmMa Ha TaHI@, TaHIOBa
KOMTIO3UIIVs, OCHOBHM M JIOMBIHUTENHU CpPEJCTBA HAa TaHIA, CIIEHUYIHO
MIOBE/ICHUE U Jp.

CnenBailki OCHOBHHTE METOOM U AWAAKTHYECKH TPUHIUIN
OOYYMTENTHHUAT IPOLIEC 110 XUI-XON TAaHIM MOXeE Aa ObIe pasjerieH Ha
HSKOJIKO eTara:

- Hayunaenm- B TO3M eTam TaHIBOPHUTE 3all0YBaT JAa H3y4yaBaT
OCHOBHHM TOJIOKEHUSI HAa YAaCTHTE Ha TAJIOTO, 3all03HABaT Ce C PUThMa Ha
XHIT-XOII MY3HUKATa.

- Hanmpennanu- Crex kaTo TaHIBOPUTE Ca YCBOWJIM OCHOBHUTE, TE
MpoABIDKABAT Ja W3ydaBaT IO- CIIOKHH KoMmMOuWHammu. B To3m eram e
MOAXOMAAIIO Ja C€ BKIIOYAT KOMOHMHAIIMK C TIOBeYe pa3MHUHABAHUS U
pa3IHYHO TPOCTPAHCTBEHO pa3MpeleNieHre Mo cleHara. M3ydaBatr ce
crenu(UKUTe HA PA3TMYHUATE XHII-XOI TAHI[OBU CTHIIOBE- OpEK, TOIMHT,
JIOKWHT, KPBMII, YaKHHT, 4Ype3 u3ydaBaHC HAa pa3IMYHA CTHJIOBH
KoMOWHAIMHu. BB3MOXHO € ga ce u3ydaBaT pa3JIndHi MY3UKaJHU
TPAHOCTH B XUTI-XOI MYy3HUKaTa.

- YcbBBpIIEHCTBAHe- B TO3H €TaIl TAHIILOPHUTE TPSAOBa Ja paboTAT
BBPXY TEXHHUKATa Ha W3ITBIHEHHE, KATO CE CTPEMAT KbM MOCTHTaHE Ha TI0-
TOJsIMa MPEIU3HOCT W EMOIOHATHATA U3Pa3UTEITHOCT.

- M3simecTBo- ToBa e mocnegHuar eram oT oOydeHwero. B Hero
TaHLBOPUTE CE€ HACOYBAT KbM DPAa3BUTHE HAa WHAUBUAYAJIHHUSAT CU CTUJI B
XUII-XOI TaHOWTe. Ha M3OBIHWTEIWTE C€ OcTaBd cBoOOma Ja
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CKCIICPUMECHTHUPAT C HOBU ABWXCHHA U U3PA3ZUTCIIHU TEXHUKH, Oa CMCCBAT
pas3jindHi CTHUJIOBE 3a Ja Cb3AaAaT YHUKAJIHU W KPEAaTUBHU TaHIIOBU
U3ITBJIHCHUA.

OcBeH OT eTanuTe Ha 00y4EeHUE, NPH CTPYKTYPUPAHETO HA yUEOHHS
TIPOLIEC 10 XWII-XOIl TaHIH, MperogaBaTelsiT TpsiOBa Jla ce pPbKOBOAN U OT
crnenuQUKHUTE Ha XUM-XOM TAHIIOBUTE CTHJIOBE. BBIpeku de, pas3nensHeTo
10 CTWJIOBE TpsAOBa Ja ce€ MpaBH Hail- paHO TIpH HaIpEAHAIUTE
W3IBIIHUTENH, BCE TIaK YPOLMTE MOTaT Aa ObAaT pa3/ielieHn Ha Opelik TaHIH
3a HayMHaelw, OpedK TaHIM 3a HampeAHaIM, Opelk TaHIM 3a
YCHBBPILIEHCTBaHe, OpEeHK TaHIM 3a W3SIMIECTBO, JOKMHI 32 HAaYMHACIIH,
JIOKMHT 3a HallpeIHaIu U T.H.

He Ha mocnegHo MscTo 3a Ja pa3paboTH IUIaH Ha ypoOKa,
NpernoiaBaTeNsT TPsOBa Jla ce PhKOBOIHU OT LENTa Ha KOHKPETHHUAT yueOeH
Yyac- JajM YPOKBT € 3a M3ydaBaHe Ha HOBa Xxopeorpadus, Hamu e 3a
MOATOTOBKA 32 0aThII, JAJIK € 3a 3aTBbPIK/JaBaHe Ha 3HAHUS, 32 ,BbPTEHE™
Ha Xopeorpadus I CIIEKTaKbJ U Jp.

B auceprainuoHHus TpyA ca NpeAcTaBeHU IPUMEPHU Pas3NpeeIeHus
Ha pa3JIM4YHU YPOLM I10 TaHIM, 3acATallld Pa3IUYHUTE XUI-XOINl TaHILOBU
CTUJIOBE M €Tany Ha 00Y4EeHHUETO.

3AK/IIOYEHHUE

W30upaiikn TemMaTa Ha HACTOsIIATa UCEPTAIllsl, OCh3HABaX, 4e
M3CIIEIBAHETO e OB/IE aKTyaJIHO HE CaMO 3aII0TO 33 IIBPBU BT CE ITOCTABS
BBIPOCHT, HO M 3allOTO B CBBPEMHETO HH HMHTEPECHT KBM XHII-XOII
KYATYpaTa U XUII-XOIl TAHIUTE € 3HAYUTEIICH.

B wu3cnenBaHeTo cM THPCHX OTrOBOp HA pEIWIa BBIPOCH H
BApBaM, Y€ 'l HAMEpUX. AHAJIM3UTE, KOUTO U3BBPIINX B YETHPHUTE IJIaBH HA
JUCepTanyusITa, MU JaBaT OTTOBOP HAa OCHOBHHUSI BBIIPOC — KakBU ca
MIPOLIECUTE IMIPEBbPHANN €IHA JIOKAJTHA CYOKYATypa Ha TPaJICKOTO T'eTO B
Hio Mopk B cBeTOBEH KynTypeH GeHOMEH M H3PA3UTEN Ha aKTYaTHUTE HIeH
Ha MJIQJ0TO MOKOJIEHHUE.
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[Ipuemam, e 3aBbPUIBAIKYN TPYAA CH, CHM YCIISUI 12 MOCTUTHA
eITa, KOATO CH MOCTABHX B HAYAJ0TO HA JIBJTHA NBT, KOWTO
U3BBPBAX, MO HEHHOTO pa3NHCBaHe, M3BBPIIEHO BH3 OCHOBATa Ha
CepPHO3HH NMPOYYBAHHUS, ThPCEHHUS], CDABHHUTEIEH AHAIN3 U MHOKECTBO
HHTepBIOTA. Padriexkgailku M aHANM3MPaKH XHII-XON KYJITypaTta u
XHI-XON TAHIUTE B YACTHOCT, MOCOYMX KaK ChIIeCTBYBAalIaTa
TEPMHHOJIOTUSI M0 TAHIOBO M3KYCTBO H METOAMKATA B 00yYeHHETO MO
TAHIOUM MOrat ga ObAaT M3MOJI3BAHM M TNPWIOKEHH HA TMPAKTHKA B
00y4eHUEeTO MO XHI-XON TAHIOBH TEXHHKH.

CrurHax a0 M3BOJAA@, Y€ XUII-XOIN KYJITypara 3aeJHO C HEHHUTe
€JIEMEHTH TOKPHBAa BCHYKM OOJIACTM Ha TOHSTHUETO KYITypa M TOBa €
NpUYMHATA 33 MacoBOTO M pa3NpOCTPaHEHWE M NPUEMaHETO M OT
Pa3IMYHUTE HAIIMOHAIHOCTH TIO LIEJIUS CBSAT.

Ha cBoif pen XHII-XOI TaHIMTE, 3a¢AHO ¢ MHOTOOOPa3HeTo OT XHUII-
XOI TAHIIOBH CTUJIOBE, TPpsOBa Ja OBJAT pas3riIekKIaHH, H3y4aBaHUu U
BB3IPUEMAHU KaTO M3KYCTBO, a4 HE KaTO CIOpPT, IOpaaud HIPUIUKUTE C
OCTaHaJIUTE TAHIIOBU CTHUJIOBE.

C aHanmu3uTe CHU YCTAHOBUX, 4Y€ CBHIIECTBYBAT pa3lIMuHU
MPOTHBOPEYHS 10 OTHOLIEHHE Ha (uitocopusaTa U CHLUIHOCTTA HA XHI-XOI
KyaTypaTa. Te3u npoTuBopeurs ca MOPOJEHH ITIaBHO OT HE3HAHUE U JIUIICa
Ha aKaJIEMUYHOCT 110 OTHOILIEHNE Ha XUI-XOIa KaTo Ipuio. B aucepramusra
CH YCIIIX Jla CUCTEMaTH3UpaM NEepHOJHKa 10 OTHOLICHHE Ha pa3BUTHE Ha
XMII-XOH KYJITypaTta, KaKTo 1 IIEPHOANKA 10 OTHOIICHNE Ha €BOIIOLUATA Ha
XMII-XON TaHIoBUTE cTwioBe. OT apyra crpaHa B IOCIENHATa IJiaBa OT
JUcCepTanyMsITa YCIsAX Ja pa3paboTss TEPMUHONOTHS U METOAWKA TI0
OTHOIIIEHHE Ha NPENOAABAHETO HA XUII-XOIl TAHIUTE. YBEPEH ChbM, Y€ Taka
CHCTEMAaTH3HpAaHUAT MaTepHal Iie ObJe OT Ioia3a Ha Xopeorpadure u
MIPENOABATEINTE 110 XHUII-XOI TAHIIOBH TEXHHKH W IIE Pa3pelly, ITOHE OT
YaCTH, HSIKOH OT MPOTHBOPEUYHSTA B XUIT-XOIT OOIIIECTBOTO.

Hacrosmara  aucepramms, IpeaBHA  BCEOOXBAaTHOCTTa U
MamabHOCTTa Ha M3CIEIBAHMUAT O0CKT- XMII-XOM KYATypaTa, OTpaHHIHX MO
HSIKOJIKO HA4UMHA:
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- [lo oTHOmIEHWE HAa €JIEMEHTHTE HA XHWII-XON KYITypaTa ca
pasmiieqany MOAPOOHO caMO OCHOBHHTE — TaHIIM, palupaHe, JUDKCHUHT U
rpaduTH, a Ha JOITBIHUTEIHUTE HE CE OT/Ieia roJsIMO BHIMAaHUE;

- [lo oTHomeHWE Ha WCTOPUYECKOTO pa3BUTHE Ca pasriienaHH
nmepuomutre obmo rtinaBHO B CAIIl, 6e3 ga ce oOTmens BHUMAaHUC Ha
Pa3TUYHUTE TICPHOIH B OTACTHUTE IbPIKABH,

- Ilo oTHOIIEHNE Ha Pa3MPOCTPAHEHHETO Ha XUIT-XOIMa IO CBETa ce
MOCTaBs aKIEHT BbpPXY pasnpocrpaHeHnero B EBpoma ¢ men na Obae
pasmiieaHo HaBJIM3aHETO M Pa3BUTHETO Ha KyNTypaTa B brirapus;

- Tlo oTHOIIEHUE HA CHITHOCTTA M €BOJIIOIMSITA HA XUII-XOIl TAHITUTE,
AKIIEHTHT € IMOCTAaBEH BhPXY OCHOBHUTE XHIT-XOM TAHIIOBH CTHIIOBE- OpEiK
TIOITUHT ¥ JIOKUHT, & OCTAHAJINTE Cca Pas3rjieaHi YaCTHYHO.

ToBa orpaHmueHre MM IIOMOTHa Ja TIIOCTaBsl AaKIEHTH BBPXY
OCHOBHUTE (PUIOCOPCKH UAEH NPH 3apaXKIAHETO Ha XUII-XOI KyJITypara H
TAXHaTa eBOMIONMS a0 gHec. OT apyra cTpaHa YCISIX Jia MpeIcTaBs
LSJIOCTHA KapTHHA 3a ChIIECTBYBAIATa XUI-XOI KylITypa B bbirapus.

3a Ja MmocTUrHa OCIUTC, KOUTO CHU 051X TOCTaBMJI B HAYAJIOTO HA
pas3nucBaH€ Ha HaACTOodAMlaTa JOUCEpTallNsA, HW3BBPIIUX NEpHUOAU3alNs,
CBBbpP3aHa C Pa3BUTHUETO Ha XUII-XOII KYyJITypaTa U €BOJIIOLUATA HAa XUIT-XOII
TAHIIOBHUTEC CTHUJIOBE.

MosTa ocHOBHa Imen Oemie a ce Chb3Jaje TEPMHUHONIOTHS B
obnacTTa Ha XHUI-XOH Xopeorpaduara OT eJHa CTpaHa, a OT Ipyra CTpaHa
Ja ce Ch3Aaje KOHLENTYaJeH MOAeN B OOYYSHHETO IO XMII-XOIl TaHIIH.
VYCTaHOBUX W U3BEIOX KAaTO W3BOAM, Y€ CHIIECTBYBAI[aTa TEPMUHOJIOTHS B
obmacTTa Ha OBITapCcKaTa HApoIHA Xopeorpadus, KakTo U Ha KilacHudecKkaTta
Xopeorpadus Moxe ga ObJe amanTUpaHa 3a HYXIUTE Ha XHII-XOI
xopeorpadusnTa, KaTo ObJie aKTyaIr3upaHa U 00oraTeHa.
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INPUHOCHU HA JUCEPTAIIUOHHUA TPY [

3a ITBpPBU BT HAYYHO CE U3SICHSABAT CHITHOCTTA U €TUMOJIOTHSITA
Ha TOHSTHETO XHII-XOII.

HampaBena e msioctHa Kiacudukanyus Ha OCHOBHHTE U
BTOPOCTEINEHHHUTE €IEMEHTH Ha XHII-XOIl KyNITypara.
[Ipocneneno e BBH3HMKBAHETO M Pa3BUTHETO HA XHUII-XOI
kyntypara or 70- Te romuau Ha 20 Bek OO cera, Kato ca
pasrieqaHd OCHOBHH €Taly XapaKTepH3Hpalld Pa3BUTHETO Ha
KyJATypara.

HampaBeHo e rio0anHO mpoydBaHe 3a pa3NpoOCTPAaHEHUETO Ha
XUII-XOII KyJITypaTa IO CBE€Ta B Pa3JIMIHUTEC KOHTUHEHTH, KaTO €
IMOCTAaBE€H aKUEHT BBHPXY HABJIM3aHETO W PAa3BUTHUETO Ha XHII-
xona B EBpona.

3a mBpBH NMBT B MOJAPOOHOCTH € pasrieqaHo HaBIH3aHETO U
Pa3BUTHETO Ha XWII-XOI KynTypaTta B bwirapus. Pasrienanu ca
OBJITapCKUTE U3MEPEHUs Ha Pa3IMYHHUTE eJIEMEHTH HA XUII-XOIl
KyJITypaTa.

INompobHO ca pasrieqaHd OCHOBHHMTE XWII-XOI TAHLOBUTE
CTWJIOBE, KAaTO € IPOCIEAeHa TAXHATAa CBOJMIOLMS M ca
n3cneaBaHy (HaKTOpUTE, OKA3BAIY BIUSHUE 32 Pa3BUTUETO HM.
[pencraBeHu ca TEOPETHYHH OCHOBH 3a CTPOEXKA HAa TAHLIOBUTE
IBIKEHUS W  KOHLENTYaJHH OCOOCHOCTH B  XHII-XOII
xopeorpadusra.

3a mBbpBU BT € CH3JaZeH KOHLENTYaJeH MOZEI 3a M3rpakIaHe
U peanu3upane Ha 00YYEHHETO [0 XHUII-XOIl TaHIIH.
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INTRODUCTION

The modern concept of culture was formed in the late 18th and early 19th
centuries in Western Europe. Certain authors began to define culture as "the best
thing ever created or said" and anything that did not fall into this category was
characterized as chaos and anarchy.

In modern times, certain social groups create their own subcultures, which
on the one hand have their own aesthetic, social, religious, geographical and other
factors, but on the other hand influence the general concept of culture, introducing
cultural innovations and new cultural models.

In the 70s of the 20th century, such a subcultural phenomenon - hip-hop -
appeared in the urban ghettos of the USA. This culture of African-American youth
from the poorest areas of American cities managed to conquer the whole world in
just a few decades, developing according to its own rules and becoming a global
youth culture around the world.

All this dynamics and global expansion of hip-hop culture motivated me to
choose for my work the problematics that | follow in the four chapters described
below.

The research problem

The research problem arose from the need to study and analyze the origin,
evolution and spread of hip-hop culture around the world and in Bulgaria in
particular. An important place is occupied by the need to study and systematize the
terminology in the field of choreography and the methodology of teaching hip-hop
dances.

My personal and professional motivation for choosing the topic for the
dissertation work is that | have been in the field of stage dance art for 25 years and
am a direct participant and observer in the interpretation of hip-hop in original
works. The limited number of studies on the subject in Bulgaria is also of interest.
Despite the availability of a limited number of studies and publications related to
hip-hop culture, theoretical developments in the field of dance art are still
insufficient. There are no scientific studies on the subject, and a monographic work
by a Bulgarian author is completely missing.

Relevance and importance of the topic

The research is relevant because, on the one hand, issues related to hip-hop
as a culture and, in particular, hip-hop dance as a choreographic discipline and stage
art are considered for the first time, and on the other hand, the interest in hip-hop
culture and hip-hop dances is significant and extremely relevant, even more so with
the adoption of breaking as an Olympic discipline.

In general, the questions | ask myself and the answers | seek are what are the
processes and reasons that led to the worldwide popularity of hip-hop culture; what
are the specifics of hip-hop dance art and last but not least is the question of creating
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an initial terminology in the field of hip-hop choreography and the methodology of
teaching hip-hop dances.

The purpose of this dissertation research is, by examining and analyzing hip-
hop culture and hip-hop dance in particular, to summarize the reasons for the
worldwide popularity of hip-hop culture, to clarify terminology in the field of
choreographic theory, and to create a conceptual model in teaching hip-hop dance
techniques.

The main tasks of the research in connection with the achievement of the
specified goal are:

- Analyzing and systematizing publications and scientific literature in the
field of hip-hop culture and hip-hop dances in particular.

- Overview, overview and analysis of theoretical concepts and definitions
related to the study: theory of the construction of dance movements, stage dance,
dance language, choreographic text, composition and forms of dance, methodology
in teaching dance art.

- To carry out the necessary comparison and systematization activity to
summarize and refine the accumulated knowledge.

- To analyze the evolution and spread of hip-hop culture in the context of
different time periods.

- Conducting interviews with authors of hip-hop dance works and analyzing
the information received.

- Creation of terminology in the field of hip-hop choreography.

- Building a conceptual model in hip-hop dance training.

Obiject and subject of the study

The object of research is hip-hop culture and its main (dancing, rapping,
DJing and graffiti) and additional elements (beatboxing, production, fashion,
language, theaters, etc.). Special emphasis is placed on hip-hop dancing as an
element of hip-hop culture. Hip-hop dance styles are divided into basic - break
popping and locking, derived and club.

The subject of the present study is, on the one hand, the spread and evolution
of hip-hop culture around the world and in Bulgaria. On the other hand, the subject
of the present research is the terminology in the field of hip-hop dances, as well as
the methodology of training in hip-hop dances.

The dance language is a set of means of expression - elements and
movements that are found both in Bulgarian folklore and in classical dances. This
dissertation will examine existing terms and how they can be applied to hip-hop
dance terminology. As such is missing, the goal is to create a terminology in the
field of hip-hop dance, based on the existing one, to be updated and enriched.

The present dissertation, given the comprehensiveness and scale of the
studied object - hip-hop culture, must and is limited in several ways:

45



- Regarding the elements of hip-hop culture, only the main ones - dancing,
rapping, DJing and graffiti - have been examined in detail, and additional ones have
not been given much attention;

- Regarding the historical development, the periods in general, mainly in the
USA, are considered, without paying attention to the different periods in the
individual countries;

- Regarding the spread of hip-hop around the world, emphasis is placed on
the spread in Europe in order to examine the entry and development of the culture in
Bulgaria;

- Regarding the essence and evolution of hip-hop dances, the emphasis is
placed on the main hip-hop dance styles - break popping and locking, and the rest
are partially covered.

Author's thesis and hypothesis

The main research thesis is that hip-hop is a cultural phenomenon and
includes all elements of the field of culture. Hip-hop culture has outgrown its local
subcultural manifestation and has become a global youth culture around the world.
Dancing is the primary stage manifestation of hip-hop culture and as such should be
seen as a cultural product rather than a sport. Existing terminology in the field of
dance art can be adapted to the needs of teaching hop-hop dance techniques. It needs
to be updated and enriched due to the specifics of hip-hop dances.

The teaching of hip-hop dances is implemented in a model similar to the
teaching of other dance styles. A key role in the process is played by the
choreographer-pedagogue with his personal qualities, knowledge, skills and
interpretation capabilities. Learning hip-hop dance is a two-way process and also
depends on the attitude, talent and capabilities of the learner.

Research methodology

The specificity of the study implies the use of a structural, comparative-
analytical, empirical and historical method. The historical-stylistic method is related
to following in historical terms the development of hip-hop culture, as well as the
evolution of hip-hop dance styles. The method of comparative analysis is applied in
several places in the study. First of all, a comparison is made between the spread and
development of hip-hop culture in different countries of the world. Secondly, hip-
hop dance styles are compared, looking for similarities and differences between
them. Thirdly, a comparison is made between the dance terminology in the different
dance styles. The empirical group of methods includes the study of video, audio and
text sources with information, observation and unstructured interviews with hip-hop
choreographers, as well as with specialists in the field of stage dance art.
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CONTENTS OF THE DISSERTATION

FIRST CHAPTER. ESSENCE AND ETYMOLOGY OF HIP-HOP
CULTURE (AS A CULTURAL PHENOMENON).

The first chapter of this doctoral dissertation examines basic concepts and
presents definitions of what hip-hop culture is, what is the etymology of the name
and what are the main elements of the culture, without paying particular attention to
the hip-hop dances that are examined in the third chapter. In the first part, a
definition of the concept of hip-hop culture is presented, considering the existing
definitions of culture and the main areas of culture in general. From there, analogies
are made about hip-hop and how this phenomenon fits into notions of culture. There
are different ideas about what hip-hop is. According to some, hip-hop is a cultural
and art movement created by African Americans, Latin Americans and Caribbean
Americans. Another widespread understanding is that hip-hop is a subculture.

Marie-Agnes Beau gives the following definition of hip-hop: “The best
definition of hip-hop is urban ghetto culture. It is the lifestyle of young people living
on the streets, encouraging self-expression through music, dance, graphic arts and
fashion clothing - children initially wear large, baggy pants so they can grow out of
them without having to buy new ones. It is also a social attitude where membership
in a gang or group is where everyone is interdependent and each member has their
own role.” ¥

Afrika Bambaataa says, “A lot of times when people use the term hip-hop,
they don't know what they're really talking about. Most of them only have rappers in
mind. When we use the term hip-hop, we must mean the entire culture and
movement. You have to take the whole culture for what it is... The way you act,
walk, look and talk, it's all part of the hip-hop culture.”?

In order to clarify whether hip-hop is a cultural phenomenon and to develop
a comprehensive definition of what hip-hop is, it is necessary to examine the
different definitions of culture and art.

Basically, culture is understood as human activity in its various
manifestations, including all forms and methods of human self-expression, self-
knowledge and accumulation of habits and skills. Culture is a set of rules that
prescribe a certain behavior to a person with inherent experiences and thoughts.

Hip-hop consists of four main elements - graffiti, DJing, emceeing,
breakdancing, which can be classified as visual and performing arts, respectively.
With its other elements, hip-hop is present in all other areas of culture. There are
entirely hip-hop feature films and documentaries, hip-hop television and radio, part
of the audiovisual sphere of culture; hip-hop literature, part of the realm of books
and reading; hip-hop museums, as part of the material cultural heritage; attempts are

19 Beau, Marie- Agnes 1996: Hip Hop and Rap in Europe. The culture of the urban ghetto's.
Music. Culture and Society in Europe. Brussels: European Music Office.

20 https://hiphop-culture.jimdofree.com/
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also made to present hip-hop as an intangible cultural heritage (For example, the
film "Music from the Edge Neighborhoods"); the thousands of hip-hop dance, rap,
DJing and graffiti schools are part of the culture and education field, and in the last
decade, hip-hop has been an academic discipline in many world universities. All
elements of hip-hop as part of the fields of culture will be discussed in detail in the
second part of the first chapter.

Not only has hip-hop culture spread to all fields of art, it has spread
throughout the world and has long since served to represent the ideas and dissent of
African Americans and people from the lowest social strata in America. Hip-hop has
long been no longer a subculture of the American ghetto, but has transcended local,
national and racial dimensions and today there are emcees, DJs, break dancers,
graffiti artists in every country of the world, of every nationality, ethnicity and race.

Last but not least, hip-hop today cannot be defined as street art. In recent
years, hip-hop has become institutionalized. In almost every country in the world, as
well as at the national level, there are federations, associations and other forms of
associations of hip-hop groups and artists, creating special spaces for graffiti
performances, hip-hop dances, hip-hop music with the help of the countries and
municipalities, hip-hop is an academic discipline in many universities around the
world, numerous private, municipal and public schools have been established
offering training in the various elements of hip-hop culture.

Today, the two words "hip" and "hop™ are used together, written with a
hyphen (a small dash) and serve to denote the cultural phenomenon hip-hop. The
term is used with almost every element of culture - for example, hip-hop music, hip-
hop dance, hip-hop fashion, etc.

The second part of the first chapter examines the main four elements of
hip-hop culture developed by African American communities to enable people to
express themselves, whether politically or emotionally, and to participate in social
activities.

DJing refers to the techniques of processing sounds and creating music and
rhythm using two or more turntables (or other sound sources such as audio tapes,
CDs or digital audio files) and a DJ mixer that are included in a common sound
system .

Rap (MC-ing) is a vocal style based on recitatives in verse and rhyme,
usually accompanied by an instrumental or synthetic beat, but sometimes performed
A cappella. The musical time signature is almost always 4/4, but can also be in 2/4.
The text of the recitative may be pre-prepared or improvised, and may include
phrases from well-known songs, well-known maxims, quotations from famous
people, and may also include invented words to form the rhyme.

Graffiti (drawings, street art) is one of the most controversial elements of
hip-hop culture. On the one hand, it can be said that it is the visual manifestation of
hip-hop culture, but on the other hand, there are controversies both about whether
graffiti is part of hip-hop, and whether it is not just a manifestation of vandalism or
serves to expressing the youth's disagreements with the existing system.

The break, also called B-boying / B-girling or breakdancing, is a dynamic,
rhythmic dance style that developed as one of the main elements of hip-hop culture.
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Like other elements of hip-hop culture, break dancing is heavily influenced by many
cultures, most notably 1930s-era street dance, Brazilian and Asian martial arts,
African folk dance, and more. Over the years, the dance was influenced by the
movements of James Brown, Michael Jackson, Clark Campbell and Californian
funk, and other dance styles appeared - popping and locking.

In addition to these basic elements, hip-hop culture also includes
beatmaking (music production), beatboxing, hip-hop fashion, specific hip-hop
language, cultural education, cinema, theater, literature, museums and
festivals, which are discussed in the third part of the first chapter.

Although not among the main ones, beatmaking or production is another
important element that is part of hip-hop culture. The terms beatmaker and producer
in hip-hop are very often taken together, as it is about creating music and very often
all functions are performed by one person.

Beatboxing is a mouth technique in which a singer imitates drums and other
percussion instruments with their lips, oral cavity or voice. It can also be called the
skill of creating rhythms using the human mouth.

Fashion, in the form of clothing, hairstyles, and other accessories, is
extremely important to hip-hop culture, as it allows members of the hip-hop
community to distinguish themselves, express themselves, and show their belonging
to the culture or individual hip hop groups.

Like any subculture, hip-hop has its own specific language. Hip-hop slang
is also known by alternative names, such as "Black English" or "Ebony".
Researchers suggest that its development is due to opposition to "white" English as a
higher form of educated speech.

In recent decades, several other elements of hip-hop culture have also
developed, and gradually hip-hop covers all known areas of culture, such as cultural
education, cinema, theater, literature, museums and festivals.

In the field of non-formal education, hip-hop began to develop from the
years of its appearance. Initially, the crews themselves were a kind of school for
teaching and developing hip-hop culture. To date, there are hip-hop schools all over
the world that teach the basic elements of hip-hop culture - breakdancing, graffiti,
rapping and DJing.

Hip-hop has also taken its place in cinema since the 80s of the last century.
Over the years, there have been both documentaries describing the essence, ideas,
messages and history of hip-hop, as well as purely artistic films, which have reached
wide popularity and brought great income to their producers.

Hip-hop theater is a form of theater that presents contemporary stories
through the use of one or more of the four main elements of hip-hop culture. The
hip-hop theater performance can be a one-man performance, a repertoire
performance or a performance prepared for participation in tours and festivals.

Hip-hop literature (literature about hip-hop) appeared in the mid-1980s. It
includes non-fiction books describing the emergence, history and philosophy of hip-
hop culture, numerous biographical books on the lives of various hip-hop artists, and
last but not least, a great deal of fiction.
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One of the largest and most widespread elements in the world are festivals,
which is mainly due to the stage nature of hip-hop culture. There are hundreds of
festivals around the world, which can be both incorporating several elements of hip-
hop culture, and including only one element - dance, rap, DJ, graffiti or beatboxing
festivals, and last but not least, they can also be festivals, which include only one of
the styles or sub-styles of hip-hop - for example, Locking, Waking, Trap or others.

SECOND CHAPTER.
HIP-HOP CULTURE AROUND THE WORLD AND IN BULGARIA.
EMERGENCE AND DEVELOPMENT

The second chapter of the current doctoral dissertation examines the
historical development of hip-hop and the spread of hip-hop culture around the
world and in Bulgaria in particular.

In the first part, the historical development of hip-hop is traced, starting
with the emergence and birth of hip-hop, and in chronological order, the
development and individual stages of the culture are traced to the present day.

Hip-hop culture emerged as an underground movement in the 1970s in the
Bronx, New York. Originally, it was a subcultural movement that relied entirely on
music and involved rapping, DJing, and dancing at neighborhood block parties held
outdoors in the spaces between dormitories.

Jamaican-born DJ Clive "Kool Herc" Campbell is considered the founder
and "father" of hip-hop. On August 11, 1973, DJ Kool Herc DJ'd the Back to School
Party produced and funded by his sister Cindy Campbell, which became the "Birth
of Hip Hop". Starting from Herc's home, the movement later spread throughout the
neighborhood, and in the following decades, around the world.

It is difficult to determine which is the second element of hip-hop culture -
dancing or rapping, since they appear almost simultaneously and are also part of
these parties. Cambell's messages, prompts, and addresses to the dancers, usually
consisting of one phrase, lead to the syncopated, rhyming spoken accompaniment
now known as rap. He calls the dancers at these parties "break boys" and "break
girls" or simply b-boys and b-girls, as they use the breakbeat moments to dance
more. According to Herc, "break" is an appropriate slang word because it's short and
easy to say quickly.

And if it can be said that break dancing was born in the Bronx, New York
and was initially performed only by b-boys, at the same time a new style of dancing
- funky dances - was born in California.

In the early years of hip-hop, DJs were also emcees (MC- Master of
ceremony). Emceeing is the rhythmic speaking of rhymes, a play on words,
performed at first unaccompanied and later over a beat. In the beginning, the MC
performs only the role of host of a dance event. The MC spoke between the DJ's
songs, urging everyone to get up and dance. The first to call himself "MC" was K.C.
The Prince of Soul.
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In 1977 in the Bronx, B-boys Jamie "Jimmy D" White and Santiago "Jo Jo"
Torres founded the first famous break band in world history - the Rock Steady Crew
(RSC).

In the 80s of the 20th century, the second stage of the development of hip-
hop culture began. Also called the "golden years of hip-hop", it was characterized by
several important things. First, as a result of the increased interest in hip-hop culture,
it became a dominant cultural movement in minority urban communities in the
1980s, and many artists used hip-hop to influence social processes. Gangster rap
emerges. The mass use of new technologies allowed the appearance of the first
music albums, videos, feature films and documentaries. Thanks to the music and
film industry, hip-hop entered Europe and gradually spread throughout the world.
The representation of women on the hip-hop scene is also increasing. Many
researchers call the period mid-school or middle school, which separates the
emergence of New school hip-hop from the Old school era.

Quite naturally, due to the appearance of the first records and albums, the
need to produce/create music also arose. This is how the next element of hip-hop
culture appears - beatmaking.

In the 1980s, rhythm and musical sounds were also created. Using only the
human body, through the technique of the lips, tongue, voice and other parts of the
body, sounds from percussion and other musical instruments are imitated - beatbox
appears. Among the first beatboxers were Doug E. Fresh, Biz Markie and Buffy of
the Fat Boys.

In the 80s, television was the leading media influence. It was through her
that hip-hop got its wide popularity and spread with great speed. At the time, MTV
refused to air music videos by African-American artists.

An important change musically is that music recordings are shortened to a
few minutes in order to be broadcast as often as possible on radio and television.

Between 1982 and 1985, many films related to hip-hop also appeared,
including Wild Style, Beat Street, Krush Groove, Breakin' and the documentary
Style Wars. Besides, these films tell about the essence, philosophy and elements of
hip-hop culture, they spread the popularity of hip-hop beyond the borders of the
United States, first entering Europe and then the whole world.

During the second stage of the development of hip-hop, one of the most
significant, but also the most controversial trends in hip-hop culture was created -
gangsta rap. "Gangsta rap" is a period of hip-hop culture characterized by
controversial messages directed at drug use, violence, riots, open warfare with the
police and authorities, and misogyny (disrespect and disregard for women).

Although it is impossible to give a start and end date to a certain period in
hip-hop, in the late 80s and early 90s new ideas appeared that created a new stage in
the development of hip-hop culture called New school hip-hop (New school of hip-
hop).

It is necessary to note that the division of periods in hip-hop culture is made
on the principle of philosophical differences characteristic of the entire culture.
Accordingly, it can be said that the various stages do not occur in all elements, or at
least not at the same time.
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Although one cannot precisely define when a stage in the development of
hip-hop culture begins and ends, the three periods discussed so far differ in
philosophical terms. Old school hip-hop is the basis of hip-hop culture and sets the
initial principles and ideas. Mid school hip-hop has clear social messages and helps
spread the culture around the world, and the behavior of community members is
hostile and aggressive. New school hip-hop can be called the philosophical period.
The new period also saw attempts by a number of creators of hip-hop culture to
explain "what hip-hop is", what it means, how it serves and to whom.

The main motive of hip-hop culture in the mid-1990s became the creation of
a single hip-hop society, united around the principles of hip-hop, and not around
drugs, violence and street feuds.

In the late 1990s, after the deaths of Tupac Shakur and Notorious B.1.G. (the
events considered to be the end of gangster rap), a new commercial sound appeared
on the hip-hop scene called the "bling era" (derived from Lil Wayne's "Bling
Bling"), the "jiggy era" (from "Gettin' Jiggy wit It Will Smith's) or the "shiny suit
era" (originating from the metallic suits worn by some rappers in music videos, such
as Notorious B.1.G., Puff Daddy and Mase's "Mo Money Mo Problems"). Bling
Bling (Bling Bling) era is the longest period in the development of hip-hop culture.
It started in 1998 and continues to exist today.

To date, hip-hop has entered our daily lives to such an extent that we can
encounter it almost everywhere around us. Hip-hop is no longer the underground
culture of the ghetto, but has become a mass-consumed cultural product. We can
note three main reasons for this. First of all, hip-hop is commercialized through the
mass sale of albums and merchandising products, and increased public interest,
mainly due to the constant relevance of hip-hop culture and the desire to adapt to
each nationality and to each current moment. Secondly, the institutionalization of
culture should be noted, through the entry of hip-hop into art schools, universities,
dance schools, galleries, etc. Thirdly, but not least, the massive use of the Internet in
the 21st century played a huge role in the popularization of culture, which helped the
rapid and massive spread of hop-hop culture.

In recent decades, hip-hop has conquered the whole world and become a
global culture. According to the US State Department, hip-hop is today "the center
of a mega music and fashion industry around the world" that crosses social barriers
and transcends racial divides.

The second part of the second chapter traces the spread of hip-hop culture
around the world, with an emphasis on the entry of hip-hop into Europe, with the
aim of tracing the entry of this culture into Bulgaria.

The second part examines, albeit not in detail, the spread of hip-hop culture
in Asia and other parts of the world, with the aim of highlighting cultural similarities
and differences at the national level.

Hip-hop culture spreads diffusely, and it is quite logical that after leaving the
borders of the United States, it appears in neighboring countries, observing a two-
way process of influence of both hip-hop on the local culture and vice versa. In the
1970s, at the very beginning of hip-hop, in the South Bronx there were well-
developed communities of Latin Americans, in particular Puerto Ricans, who played
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an important role in the spread of culture in the Caribbean and neighboring
countries of America. American artists of Puerto Rican origin Big Pun, Fat Joe and
Angie Martinez, the Mexican rap group Control Machete, as well as groups such as
Cypress Hill, who use the Spanish language to rap, contribute to the spread of hip-
hop in the neighboring Spanish-speaking countries of the United States.

The reasons for the entry and spread of hip-hop culture in Europe differ
significantly in philosophical and ideological terms compared to those in North and
South America. This is due to various factors, among which the calm political and
economic situation in Europe in the 1980s, the absence of sensitive racial
discrimination, the more intangible social and class inequality in society. To these
factors we can add the exceptional tolerance of European citizens to different
cultures and the desire to learn and perceive the new and different.

European society very quickly adopted break dancing, which became the
first element of hip-hop culture to appear on the European scene, as it was less
violent than rap itself, containing angry lyrics in the United States. At the same time,
American rappers began to regularly hold concerts and parties in the clubs of major
European cities in order to increase their own sales and popularize hip-hop culture.
European teenagers began to copy Americans in organizing parties and initially
rapped in English, trying to emulate and get closer to the original. Gradually, rap
became extremely popular, but due to the different ideology and the lack of such
social significance in Europe, teenagers began to rap in their own language, taking
into account the specific national social and immigration contexts, and the local
music scene.

Almost every European country began to create its own hip-hop music
performed by local artists and groups. British hip-hop was born from artists such as
Wiley, Dizzee Rascal, the Streets and many others. Die Fantastischen Vier became
extremely popular in Germany, as did several artists of Turkish origin such as
Cartel, Kool Savas and Azad. In France, a number of local stars are becoming
famous, such as IAM and Supréme NTM, MC Solaar, Rohff, Rim'K or Booba. In
the Netherlands, important rappers of the 90s are the groups Osdorp Posse, Extince
and Postmen. In Italy, Jovanotti and Articolo 31 began to create.

Hip-hop culture also emerged in post-communist societies after the changes
with groups and artists such as- PM Cool Lee in Poland, B.U.G. Mafia in Romania,
Amnesty in Bulgaria, Bad B. In Russia, etc.

Hip-hop appeared on the Asian scene in the 80s of the 20th century, which
also coincided with the widespread spread of the culture in Europe and around the
world.

This is due to several factors, among which can be noted the increased
media interest in hip-hop culture worldwide, the appearance of the first hip-hop-
themed films and, last but not least, the desire of record companies to reach new
markets and accordingly new audience.

Hip-hop culture thrives better in pro-American countries such as the
Philippines, Japan, South Korea, Taiwan, Malaysia, Indonesia and Singapore, to
which can be added China and India, which have managed to create a hip-hop scene
worthy of attention, despite its limited scale and popularity. It is noteworthy that
hip-hop finds a stage in economically developed or rapidly developing Asian

53



countries, from which one can reach the conclusion that hip-hop culture in Asia has
a commercial rather than a social or philosophical essence, as it is in The USA,
which, as in Europe, is also due to the absence of racial contradictions, as well as
more intangible class differences in society.

Attention should be paid to Asian hip-hop dances, or rather dance groups
and performers, which to date dominate the world dance scene and largely dictate
the development of hip-hop dance culture throughout the world. The dance has a
visual impact and no language barrier, which is why the dance is most quickly
adopted in Asia and serves as a global means of spreading hip-hop culture.

The other important element of the Asian scene is Korean hip-hop, as part
of the K-pop culture, which in recent decades, with groups such as BTS, Red
Velvet, Blackpink, EXO, TWICE, TXT, etc., has managed to settle permanently on
the world stage. music scene and create a new music genre and a whole built music
industry.

Today, almost every country in the world has hip-hop artists, DJs, dancers,
and rappers rapping in their own language.

The third part of the second chapter examines the birth and development
of hip-hop culture in Bulgaria.

Developing according to its own rules and seeking its own messages and
connection with the audience, Bulgarian hip-hop culture has both similarities and
differences with hip-hop around the world. In our country, too, hip-hop is based on
the four main elements - DJing, Emceeing, Breakdancing and Graffiti, with the other
elements gradually developing - music production, beatmaking, beatboxing, fashion,
media, etc. On the other hand, hip-hop culture in Bulgaria differs significantly in
terms of philosophy. There are several reasons for this. First of all is the origin of
Bulgarian hip-hop. Unlike in the USA, where hip-hop is born on the street, in
Bulgaria hip-hop is created in halls and studios. In its historical development,

Bulgarian hip-hop culture can be divided into 3 periods.

The first period (First Wave), starting in the mid-80s and continuing until the
mid-90s, is characterized by the lack of clear social messages, not a good knowledge
of the philosophy of hip-hop and culture in its entirety, as well as creative demand
by Bulgarian hip-hop artists.

In the second period (the Second Wave) from 1995 until 2005, the hip-hop
culture in Bulgaria marked a rapid development. Bulgarian hip-hop artists are aware
of the philosophy of hip-hop culture and turn their art into a platform for expressing
disagreement with the economic, political and social crisis of the mid-1990s, the
deepening of the problems of young people and a protest against the existing system.

From 2005 to the present, hip-hop culture in the country continues to
develop during the so-called third period, which is characterized by
commercialization and the search for new market niches and channels to reach the
audience. Many performers refuse to deal with rap, due to the lack of media support,
deteriorated financial situation, but mostly due to the decrease in the interest of the
Bulgarian rap listener.
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CHAPTER THREE.

GENESIS, EVOLUTION AND ESSENCE OF HIP-HOP DANCING

The third chapter of this dissertation examines in detail hip-hop dances as an
element of hip-hop culture.

The first part of the third chapter pays attention to the concept of hip-hop
dancing, deriving a single concept that unites existing and socially used terms such
as break dancing, urban or street dancing.

It can be assumed that the name of dance as an element of hip-hop culture
has changed since its inception until today, and also that discussions on this topic
will continue in the future, which is a result of the dynamic and changing nature of
hip-hop culture, in general.

Initially, all dance styles were called by the general name break dances or
breakdances. The term came about due to the widespread popularity of break
dancing thanks to the TV show "Soul Train" and the movies "Breakin" and
"Breakin' 2. Electric Boogaloo," "Beat Street" and "Wild Style" from the 1980s. last
century, which represent the dance groups and dance techniques in the emerging
stages of hip-hop culture, which is considered old school or "real", classic hip-hop
that is not commercial.

In the 90s, as a result of the increased commercialization of hip-hop, the
name Street dance (Street dance) or the less popular Urban dance (Urban dance) was
gradually imposed.

Due to the increasing presence of hip-hop in academic circles and the
interest of science in it, it is necessary to establish conventional standards regarding
the terminology in hip-hop culture.

The teaching, processing and choreography of hop-hop dance styles and
techniques leads to the loss of their street character, and this necessitates the use of a
new term that unites both the dance styles taught in the hall and the derivatives that
appear on the street. The terms used now give rise to several contradictions and
inaccuracies. First of all, to date it is clear that break dancing is only one of the hip-
hop dance styles, and not a unifying concept. In the second place, the concept of
street dances cannot perform a unifying function, since dances that are studied in
halls and club dances (new style, commercial, lyrical, house) that do not arise on the
street should be excluded from it. Last but not least, to turn a dance into a
performance art, it is processed and thus loses its street character.

To date, all hip-hop dance styles can be united under the general name - hip-
hop dances. This term is appropriate as it unites in itself the main, derived (street),
club (house) dance styles and avoids the contradiction created by the term street
dance.

The second part of the third chapter examines the historical specificity in
the formation of hip-hop dances.

Hip-hop dance was created in the USA in the late 1960s and was developed
by street dancers in urban neighborhoods as an opportunity for self-expression and
self-esteem building for young people from the urban ghetto. The lack of
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opportunities for realization in American society at that time for people from these
social strata in the suburbs, as well as their need to appear in a different form, also
led to the creation of dance battles, representing an imaginary rhythmic battle
between two or more opponents, in which breaking the rhythm and making physical
contact with the opponent results in a loss.

In New York, African-Americans, Puerto Ricans, and Latinos created
uprock and breaking. In California, African-Americans created locking, roboting,
boogaloo and popping - so-called funk styles. All these dance styles are different
and come together because of their street origins and their improvisational nature.

The first professional street dance crews, which were formed in the 70s, also
had an influence on the evolution of hip-hop dancing. These are "Rock Steady
Crew" and "The Lockers" who create and spread breaking, locking and popping and
"The Electric Boogaloos" who popularize the Boogaloo style. Hip-hop dances are
also influenced by social dances in their various forms. Dances from the 90s such as
"Running Man", "Worm" and "Cabbage Patch" gained widespread popularity and
became traditional in clubs and discotheques. After the year 2000, other social
dances that are danced in a block appeared, such as "Cha Cha slide", "Cat daddy"
and "Dougie", which also became very popular. Last but not least, after the mass
spread of hip-hop culture around the world in the late 20th century, hip-hop dance
was influenced by national cultures as well as other dance styles, such as ballet, and
thus an eclectic styles such as K-pop (Korean variety of hip-hop), Reggaeton (hip-
hop influenced by Latin music, spread in Caribbean countries), hiplet (mixing hip-
hop and ballet), jazz-funk (hip- hop influenced by jazz music) etc.

In the 21st century, club dances such as house, waacking, vogue became
very popular, which, although not of street origin, also became part of the hip-hop
dance culture due to its improvisational nature.

In the third part of the third chapter, hip-hop dance styles are discussed.

A special emphasis is placed on the main ones - break, popping and locking,
but derivatives and sub-styles in hip-hop dance art are also examined.

Break dancing (Breaking) originates from the end of the 60s, and the place
of birth and development is the east coast of the USA. All sources point to the
suburbs of New York - Brooklyn, Harlem, Queens and specifically the Bronx - as
their birthplace, where mainly the low social class and population of African
American and Puerto Rican origin live.

Unlike break, which was born in New York, funky styles were created in
California. Initially, they were not perceived as hip-hop dances — they danced to
funk, not hip-hop music, and at least at the beginning they were not tied to the other
elements of hip-hop (DJing, graffiti and MCing). Funky dances are slightly older
than break due to the fact that boogaloo and locking were developed in the late 60s,
to the extremely popular music of that time by artists such as James Brown, groups
such as The Metres, Slide and family stone, which mixed various soul, jazz and
rhythm and blues styles that became popular as funk music. The main funky styles
that are part of the main hip-hop dance styles, along with breaks, are popping and
locking.
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Popping is one of the three main dance styles in hip-hop dance (along with
breaking and locking). It is a street dance belonging to the so-called "Funk Styles",
which is based on the use of muscle and joint techniques of movement and effect on
the rhythm of the music, through stronger or weaker contractions with different parts
of the body, combining it with different poses and movements. Although it
represents only one specific dance technique, the name "Popping" is used today as a
general term covering a whole range of substyles that have common roots
(animation, tutting, turfing, electric boogaloo, waving, roboting, ticking, liquid,
storbing , gliding, sliding, etc.).

Locking (originally called "campbelllocking") is a funky dance style defined
as one of the main hip-hop dance styles. The name comes from the English "lock"
(lock), representing the alternation of the combination of fast movements and
stopping in an improvised position for a short time (called a pose or "freez").
Characteristic of the style are the fast and precise movements of the hands and the
smoother movements of the hips and legs. Dancers of this style are called lockers.
They feature a specific style of dress, including striped clothing, suspenders, hats,
long socks, white gloves, and specific shoes. From its inception until today, Locking
is danced to funk music. Originally it was the music of James Brown, and to date
there are already hundreds of thousands of funk songs that are danced to.

Ten years after breaking, locking and popping, four new dance styles
emerged - Memphis Jookin', Turfing, Jerkin' and Krumping. Three of them
come from California and one comes from Tennessee.

Memphis Jookin' is a dance style created in the 1980s in Memphis,
Tennessee. The style is based on an older dance called The Gangsta 'Walk.

Turfing, an acronym derived from Taking Up Room on the Floor, was
created in 2002 by Jeriel Bey in Oakland, California. Turfing is a combination of
pantomime and drag, with an emphasis on storytelling (through movement) and
creating a visual illusion.

The Jerkin' dance style was popularized in 2009 by the New Boyz rap song
"You're a Jerk", which originally appeared on the group's MySpace page before they
even had a producer.

Although Memphis Jookin', Turfing, Jerkin' generated regional support and
media attention, none of these styles reached the popularity of Krumping. Ceasare
"Tight Eyez" Willis and Jo'Artis "Big Mijo" Ratti started krump in the early 2000s
in South Central, Los Angeles.

The commercial version of hip-hop dancing was created by the dance
industry to meet the needs of music artists for dancers to appear in music videos for
their songs. These urban choreographies or studio hip-hop, sometimes referred to
under the general name "new style", are hip-hop dances that can be performed to
rap, R&B and pop music.

House is a hip-hop dance style and social dance that originated in the
underground house music scene of Chicago and New York. House style is
improvisational and is characterized by fast and complex steps combined with
smooth movements in the body, as well as dancing in a horizontal position on the
floor.
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Waacking is a hip-hop dance style that originated in the LGBT clubs of Los
Angeles in the 1970s. The style is usually danced to 1970s disco music and is
mainly characterized by swirling arm movements, posing and an emphasis on
femininity.

Vogue or Vouging, is a modern club dance, part of the hip-hop dance styles
of the late 1980s. Characteristic of the style are the poses, and the dancer must
imagine that he is posing in front of a fashion magazine photographer.

The fourth part of the third chapter examines the factors that influence
the development of hip-hop dances.

As already mentioned, dance groups play a major role in the origin and
evolution of hip-hop dance. A dance crew is a group of street dancers who come
together to develop new moves and compete with other crews. All hip-hop dance
styles began as social dances on the street, not in dance studios, and therefore the
only way to learn the history, techniques, movements, essence and specifics of hip-
hop dance styles was in a crew.

It can be said that dance groups have a major role in creating dance moves
and techniques, but the evolution of styles and hip-hop dance in general is mostly
due to the battles. In an effort to show each group something new, different and
better than the other group, the dancers each time improve their dance technique,
create new movements, mix styles and make innovations.

The other element that has a major influence on the evolution,
popularization and spread of hip-hop dance is the media, because if it were not for
the media, hip-hop would remain only a local manifestation of the urban subculture
in the United States.

Social hip-hop dancing (party dancing) began with the advent of music
videos, when hip-hop musicians began to make songs accompanied by a dance
specially choreographed for the song. Some social dances are designed to be danced
in rows by large groups of people, most often in the street or other open spaces, and
sometimes in discotheques and large clubs.

These are the so-called line dances. "Cha Cha Slide," "Cupid Shuffle," and
"Soulja Boy" are examples of line dances created to the hip-hop songs of the same
name.

As already mentioned above, hip-hop culture is spreading very quickly
around the world and is being adopted just as quickly by the younger generation.
One of the reasons is that on the one hand, hip-hop music is performed in the local
language of the country, and on the other hand, it is possible for the local culture to
influence and combine with hip-hop culture. This effect is seen in both hip-hop
music and hip-hop dance.

The national cultures of the countries that are closest to the origin of hip-
hop, namely the countries of Latin America and Africa, have the greatest impact on
the development of hop-hop dances. Quite naturally and very easily, movements
from Latin dances and folk dances of African countries have gradually entered hip-
hop dances, and today it is even difficult to establish the exact origin of some
movements. Secondly, the development of hip-hop dances is influenced by the
national cultures of countries such as Korea, Jamaica, etc., which create their own
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sub-styles of hip-hop culture. Last but not least, it can be said that each national
culture influences hip-hop dance to varying degrees.

CHAPTER FOUR.

THEORETICAL BASIS FOR THE CONSTRUCTION OF DANCE
MOVEMENTS AND CONCEPTUAL FEATURES IN HIP-HOP
CHOREOGRAPHY. A CONCEPTUAL MODEL FOR BUILDING AND
IMPLEMENTING HIP-HOP DANCE TRAINING

The fourth chapter of the dissertation examines basic concepts from the field
of choreography that are also applicable in hip-hop dancing.

In the first part, the basic positions of the arms, legs, trunk (body) and
head, the elements of dance movements, as well as some characteristic movements
for the main three hip-hop dance styles - Break, Popping and Locking - are
discussed. The first part of the fourth chapter is based on the Theory of Movement
Construction in Bulgarian Folk Choreography by K. Jenev and K. Haralampiev.

Hip-hop dances have characteristics that distinguish them from other dance
styles and thus become a separate dance style. On the other hand, similar
characteristics can be sought with both folk, modern and sports dances to help create
universal concepts and terminology in the field of choreography as a scientific
discipline. Due to the improvisational nature of hip-hop dance, dance moves are
practically unlimited in number and can hardly be systematized. However, there are
rules, techniques and movements, which are called basic or basic, which are specific
to each individual hip-hop dance style.

Break dancing includes four main groups of dance moves. These are
toprock, downrock, power moves and freezes. Transitions from toprock to downrock
and power moves are called drops. It is very important to have a smooth transition
between the individual elements when dancing, which is called flow.

Although Locking is an improvisational hip-hop dance style, there are also
many basic moves created by early lockers such as Don Campbell and others. Many
dancers modify or combine these moves with others and create their own variations.
Some Locking moves originated from the social dances that were danced in
nightclubs and discotheques. The movements in locking are mainly concentrated in
the hands, and the legs perform most of the steps and moves. In addition to
movements with hands in locking, many changes of body positions are used -
squatting, kneeling, sitting, leaning, lying down, etc. Most often, the movements are
performed with a groove to each musical beat, but there may also be pauses when
posing.

Popping is also used as a unifying term to denote a group of related dance
styles and techniques, such as Robot, Waving, Tutting, etc.. Electronic music also
influences popping, and under its influence sub-styles such as liquid, digits, turfing,
etc. appear. A popping dancer is usually called a popper, and those dancers who
develop into the specific sub-styles may be called a waver, tooter, stober, etc. The
movements in the third major hop-hop dance style, Popping, are based on a
foundation of improvisational techniques, isolations of different body parts, and the
style-specific technique called a pop or hit.

59



In the second part of the chapter, the compositional features of hip-hop
choreography are examined, and the construction of the dance form will be
examined, and then the types of dance forms applicable in hip-hop dance
choreography.

The second part is based on G. Abrashev's Composition and Forms of
Dance. First of all, it is necessary to note that in hip-hop dances, two directions have
emerged - free style (improvisation) and choreography.

On the basis of the opposition of these two trends, a conflict is created
between the supporters of the old (old school) and the new (new style) schools in
hip-hop dancing.

In general, hip-hop dance choreographies follow the construction of the
dance form, known in other dance styles, which is analogous to the temporal
parameters of the musical construction and is largely predetermined by it.

In hip-hop dances, as in other dance styles, there are two main categories of
dance forms - entertainment and action.

The entertainment forms are based on the so-called "pure dances". These are
dances where there is no plot or dramatic action. Their content is reduced to
expressing the emotional state and mood of the performers during entertainment,
entertainment or entertainment.

Active forms differ from entertainment forms because their formation is
determined by the presence of dramaturgical action.

In modern choreographic practice, the thematic form is mostly used for
group portrait characterization of a certain category of people - for example, social,
ethnic, professional, etc.

In cases where the content of the dance is performed and its form is built on
the basis of a plot, the actual dance form is called plot form.

Very often in hip-hop dances there are mixed forms - plot-thematic and
thematic-plot. The name is determined depending on the prevailing principle of
formation.

Compositional structures are determined by the number of performers, who
actually give their name as well. The following compositional structures are found
in hip-hop dances: solo; duet and duo; small group (consists of 3 to 7 dancers); large
group (from 8 to 15 dancers); formation (over 16 dancers).

In the third part of the fourth chapter, a conceptual model for the
construction and implementation of training in hip-hop dance techniques is
presented, based on the methodology of training in Bulgarian dances of St. Vaglarov
and the methodology of sports dance training at ZI. Kostov.

Dance training is an educational process that, in addition to obeying the
mandatory didactic and pedagogical principles, also solves specific tasks in the field
of art, physical training and personal development of the learners. These specific
tasks include the development of musical hearing and the sense of rhythm, the
enhancement of aesthetic culture, the development of correct posture, the
improvement of the general physical condition, the development of coordination,
quick decision-making, the development of discipline, teamwork and initiative.

60



By its very nature, hip-hop dances are rather a dance genre in which the
general methodological and didactic principles underlying dance training as an art
form - classical, modern and Bulgarian folk dances - are valid. On the other hand,
hip-hop dances have a competitive nature, since since its inception, the main stage
for performance is dance battles (battles), and in this respect they approach sports
dances. This is also the reason why most of the methods and didactic principles are
the same as those of classical or Bulgarian folk dance training, but there are also
those that are characteristic of sports dance training.

Hip hop dance training has two main goals. In no particular order of
importance, one is the development of physical qualities such as strength, speed,
flexibility and endurance, and the other is the development of specific abilities
such as balance, orientation, coordination, rhythmic ability, synchrony and
expressiveness of movements. These goals are achieved through the components of
a hip-hop dance training process, namely technical, physical, mental, theoretical and
choreographic training.

The most important component of hip-hop dance training is technical
training. The main goal of this training is the qualitative and effective mastering of
dance movements and their performance techniques.

The second component of the training process is physical training. It is the
basis on which the technical and mental training of the dancers is built. The
development of hip-hop dances is unthinkable without the constant maintenance of a
high level of movement abilities of the dancers.

The next component in hip hop dance training is mental preparation. This
is a specific process and it is necessary for dance teachers to have basic knowledge
of child and social psychology to apply in their work with dance groups and
individual performers.

Theoretical training is also an important component in hip-hop dance
training. It provides the necessary volume of knowledge for the correct conduct of
the educational process.

Last but not least, an important component in hip-hop dance training is
choreographic training. It includes all aspects of the dance art such as structure and
form of the dance, dance composition, basic and additional means of the dance,
stage behavior, etc.

Following the basic methods and didactic principles, the training process of
hip-hop dance can be divided into several stages:

- Beginners - at this stage, the dancers begin to study the basic positions of
the body parts, get acquainted with the rhythm of hip-hop music.

- Advanced- Once dancers have mastered the basics, they move on to learn
more complex combinations. At this stage, it is appropriate to include combinations
with more divergences and different spatial distribution on the stage. The specifics
of different hip-hop dance styles are studied - break, popping, locking, crump,
walking, by studying different style combinations. It is possible to study different
musical permanences in hip-hop music.

- Improvement - in this stage, the dancers must work on the performance
technique, striving to achieve greater precision and emotional expressiveness.
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- Grace- This is the last stage of training. In it, dancers aim to develop their
individual style in hip-hop dancing. Performers are given the freedom to experiment
with new movements and expressive techniques, mixing different styles to create
unique and creative dance performances.

In addition to the stages of learning, when structuring the learning process of
hip-hop dance, the teacher should also be guided by the specifics of hip-hop dance
styles. Although the division into styles should be done first with advanced
performers, the lessons can be divided into beginner breakdances, advanced
breakdances, advanced breakdances, graceful breakdances, beginner locking,
locking for advanced etc. Last but not least, to develop a lesson plan, the teacher
must be guided by the purpose of the specific lesson - whether the lesson is to learn
a new choreography, whether it is to prepare for a battle, whether it is to consolidate
knowledge, to "spin" of choreography or performance, etc.

The dissertation presents sample layouts of various dance lessons covering
different hip-hop dance styles and stages of training.

CONCLUSION

Choosing the topic of the current dissertation, | realized that the research
will be relevant not only because the question is being asked for the first time, but
also because nowadays the interest in hip-hop culture and hip-hop dances is
significant.

In my research | looked for answers to a number of questions and | believe |
found them. The analyzes | carried out in the four chapters of the dissertation give
me an answer to the main question - what are the processes that turned a local
subculture of the urban ghetto in New York into a global cultural phenomenon and
an expression of the current ideas of the young generation.

I accept that in completing my work, | have succeeded in achieving the
goal | set for myself at the beginning of the long journey | have walked,
according to its writing, which was carried out on the basis of serious studies,
searches, comparative analysis and numerous interviews. Examining and
analyzing hip-hop culture and hip-hop dance in particular, | pointed out how
existing dance art terminology and dance teaching methodology can be used
and applied in practice in teaching hip-hop dance techniques.

I came to the conclusion that hip-hop culture together with its elements
covers all areas of the concept of culture and this is the reason for its mass
distribution and acceptance by different nationalities all over the world. In turn, hip-
hop dance, along with the variety of hip-hop dance styles, should be viewed,
studied, and perceived as an art rather than a sport because of the similarities with
other dance styles.

Through my analysis, | found that there are various contradictions regarding
the philosophy and essence of hip-hop culture. These controversies are mainly due
to ignorance and lack of academics regarding hip-hop in general. In my dissertation,
I was able to systematize periodicals regarding the development of hip-hop culture,
as well as periodicals regarding the evolution of hip-hop dance styles. On the other
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hand, in the last chapter of the dissertation, | was able to develop terminology and
methodology regarding the teaching of hip-hop dances.

I am confident that the material thus systematized will be of benefit to
choreographers and teachers of hip-hop dance techniques and will resolve, at least in
part, some of the contradictions in hip-hop society.

Given the comprehensiveness and scale of the research object - hip-hop
culture, I have limited this dissertation in several ways:

- Regarding the elements of hip-hop culture, only the main ones - dancing,
rapping, DJing and graffiti - have been examined in detail, and additional ones have
not been given much attention;

- Regarding the historical development, the periods in general, mainly in the
USA, are considered, without paying attention to the different periods in the
individual countries;

- Regarding the spread of hip-hop around the world, emphasis is placed on
the spread in Europe in order to examine the entry and development of the culture in
Bulgaria;

- Regarding the essence and evolution of hip-hop dances, the emphasis is
placed on the main hip-hop dance styles - break popping and locking, and the rest
are partially covered.

This limitation helped me to highlight the main philosophical ideas in the
birth of hip-hop culture and their evolution to the present day. On the other hand, |
was able to present a complete picture of the existing hip-hop culture in Bulgaria.

In order to achieve the goals | had set for myself at the beginning of writing
this dissertation, | performed a periodization related to the development of hip-hop
culture and the evolution of hip-hop dance styles.

My main goal was to create a terminology in the field of hip-hop
choreography on the one hand, and on the other hand to create a conceptual model in
hip-hop dance education. | established and concluded that the existing terminology
in the field of Bulgarian folk choreography as well as classical choreography can be
adapted to the needs of hip-hop choreography by being updated and enriched.
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DISSERTATION CONTRIBUTIONS

1.

For the first time, the essence and etymology of the concept of hip-hop are
clarified scientifically.

A comprehensive classification of the main and secondary elements of
hip-hop culture is made.

The emergence and development of the hip-hop culture from the 70s of
the 20th century until now has been traced, and the main stages
characterizing the development of the culture have been examined.

A global study was made on the spread of hip-hop culture around the
world in different continents, with an emphasis on the entry and
development of hip-hop in Europe.

For the first time, the entry and development of hip-hop culture in
Bulgaria is examined in detail. The Bulgarian dimensions of the various
elements of hip-hop culture are examined.

The main hip-hop dance styles are examined in detail, their evolution is
traced and the factors influencing their development are investigated.

Theoretical foundations for the construction of dance movements and
conceptual features in hip-hop choreography are presented.

For the first time, a conceptual model was created for the construction and
implementation of hip-hop dance training.
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