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KaHJUJaTa ca B ChOTBETCTBHE C HOpMATHBHHTE W 3akoHOBHU ypenou (IIpaBmmauk Ha HO3Y 3a
yCJIOBHSTA W peJa Ha mpuaoOWBaHE HAa HAYYHU CTeNeHM W akanemuuHu 3BaHus; 3PACPB u

JOI'BJIHUTEIHH, CBBP3aHU C IPOLIEypUTE PA3NOPEIOU U AKTOBE).

buorpaduunu nannm 3a noxropanra: Jlonnun [aii e 3aBbpinn OakanaBbpcka CTENEH
B CIEIUATHOCT ,,TaHIIOB CHEKTaKkbiI™“ KbM XyJOKECTBEHaTa akajaeMmuss Ha Hapoanara
ocBoboauTenHa apmus npe3 2011 r. Marucrbpckara cu CTENeH 3allydTaBa B MpECTHXKHATa

[lexuHCcKa TaHIOBa akazeMus B Kateapa xopeorpadus npe3 2018 r. Ilpe3 ronuHuTe akTUBHO ce


mailto:andronika.martonova@gmail

U3SIBSIBA KAaTO MPAKTUK: Xopeorpad, HO ¥ TUOpETUCT Ha ToBeue oT 10 mpousBeeHus B JIOHOTO Ha
KJIACMYECKUsI KUTAWCKH, (DOJIKIOPEH M CBhBPEMEHEH TaHLOB peneproap. Cpen spkure My
MOCTHKEHUS ca noctaHoBkute That Blue, Gangong Bird, The Dashing Wrangler, 3a Kouto e
YAOCTOEH M C MHOXKECTBO Harpaju. AKIEHT B MpakTHueckara My paboTa ca QopmMuTe Ha
€THHUYECKHUTE TaHIM, UMIUIEMEHTHUPAHU B MOJIepHaTa 3penuniHocT. [lapanenHo ¢ TBopueckara cu
neiinoct Jlonnun Lait my0GnukyBa 1 akaJJeMUYHH CTaTHH CBBbP3aHH C Ilelarornyeckara My pabora,
XapaKTePUCTHKHUTE U CTIEHU(PUKNTE HAa KOPEHCKUSI €THUYECKU TaHI] B MPEJIEINTE HAa KUTalCcKaTa
o0mHOCT. OCOOEHO MHTEPECHH Ca HAOIOICHUATA My CIIPSIMO TE€parieBTUYHATA POJIS Ha TaHIIA TIPH
Jieria ¢ ayTU3bM U 10 BpeMe Ha enuaemus. Hsakou ot Te3u TeKCToBe — 5 Ha Opoit — ca BCHIIIHOCT
OPUIOKEHH M KbM ampoOaiusara Ha JUCEPTAIMOHHHS TPy, KOHTO € OOEKT Ha HacTosaTa

pELICH3HSI.

JAucepranuoHeH Tpya:

Ha BHuMaHueTo Ha akaaemMuuHoto >xypu Jowmun [laii npexncraBs paspaboTkara
KHTAHCKATA MUTOJIOTHA H MUTHYHATA TAHITOBA JIPAMA, IPOEKTUPAHH B
ChbBPEMEHHATA XOPEOI'PA®HA. O6embT 1 € 172 cTpaHUIM — TEKCT U Hay4YeH amapar.
bubnuorpadckure u3rouHMIM ca 17 MO3MLMH, KOETO HAMHUpaM, Y€ € MAaJKO OCKBAHO 3a
JUCEPTAllMOHEH TPyJ C TakaBa TEMAaTHKa CBbpP3aHa C KOMIIEHIMYMa Ha MUTOJOTMYHOTO. B
eBEHTyaJIHU OBJCIIM TEOPETUYHU 3aHMMAHHUS Ha JOKTOpaHTa OMX Mpenopbyaia J1a MorjeiHe u
OCHOBOIIOJIATAIIMTE Ha TPYIOBE OT 3amagHara Muchi Ha Mupua Ennane, u oco6eno na Bnagumup
[Tpon u Ixxoy3ed KeMOBJI — KOUTO Ca CHITHO IPUJIOKUMHU B ISUIOCTHOTO Pa3BUTHE Ha CBETOBHATA
ApamaTyprus. BriarouBaHeTo Ha JOMbIHUTENHA QyHAAMEHTAIHA JUTEpPATypa OT 3aMagHu aBTOPU
Ou fana rnoBeye MIBTHOCT U 33ABJIO0YCHOCT B X0O/a HA M3CIICABAHETO.

benexxkute mox nMHMUA ca ChIIO CKPOMHU — 18 Ha Opoiil, KOETO € HEeTHUIHYHO 3a
aucepraquoHeH Tpya. Ho Moxem na mpennosiokuM, 4e JOKTOPAHTBT € IOJIOKHI YCHIIHSA
MaKCUMaJHO J1a (poKycHpa BHUMAHUETO CH BbpPXY M3sBaTa Ha ,,COOCTBEHUST CH IJ1ac’ U OMMUTHOCT
B H3JI0)KEHHWETO, KOETO HEJIBYCMHCIIEHO IOKa3Ba KaTE€ropMYHaTa IPaKTHYECKO-NPUIOKHATA
XapaKTepuCTHKa Ha JokTopata. OOe3nevyeHn ca M BUIACO MaTepHain. TpyabT € pa3mperesicH B
YBOJ, IIECT IJIaBU CbC CHOTBETHUTE MOJIJIABH, 3aKJIIOUCHUE.

Temara 3a Bpb3KaTa MEKIY MUMONOUA-MAHY-CHEPEMEHEH KUMALCKU CNeKMAaKb/l € MHOTO

aKTyaJHa, CBbp3aHa C IpUIaTa KyJITypHa MNpakThka Ha Kwurtaif, omasBaHe Ha HaIlMOHAIHOTO



HACJIEICTBO M MJIEHTUYHOCT, KaTO W U3HOC Ha KYJITypHA MPOAYKIHS C L€ IPOMOTHpaHe Ha
n3kyctBarta. Omie B yBoaHara cu yacT Jlonnun [ail moguepraBa, 4ye ThpCEHETO HA HOBU MPOYUTH
HAa MUTOJIOTUYHOTO IPe3 MOJCPHHUTE XOpeorpa)CKh TEXHUKH € I0JIe, KOSTO JaBa MHOTO
BB3MOHOCTH 32 MHTETpUpaHe Ha pa3HOPOIHU €JIEMEHTH, UABAILH U OT (OJIKIIOpa U OT U3TOYHATA,
W 3amajiHaTa Kjiachka. A MHTOBETE KaTO M3BOP HAa HAPATHUBU MPOBOKHPAT BHOOPAKEHHETO HA
xopeorpada aa u3Moi3Ba MBJIHUAT PEYHUK HA YOBEIIKUTE TAHI[OBH BH3MOKHOCTH B MHOXKECTBO
(GbopMH M XETepOTJIOCHU IMOCTAHOBBYHH MOAX0au. ETo 3amo m3bupa u chOTBeTHAaTa Tema. B
LeJIUTe, KOUTO TOKTOPAHTHT CH MOCTaBsl TOW OTKposiBa MpoOJeMH HE MPOCTO HAa MHUTA B
KOXEpEeHTHa Bpb3Ka C TaHIa, HO U TaKWBa CBBbP3aHU C MPOCTPAHCTBOTO HA CIIEHATa, TaHI[OBaTa
XapaKTepUCTHKA U CTICIH(PUKN B aKTa Ha XapaKTePU3UPAHETO Ha MUTOJOTUYHHUTE TIEPCOHAKHU H
croxkeTH. [[pyr uHTepeceH acmekT, KoiTo e paszpaboreH ot [lounun [laii B aHanmu3a Ha
ChBPEMEHHHUTE Xopeorpaduu U 3a10KEeH KaTo 1eJ1 Ha U3CJIeIBAHETO, € EMOTUBHOCTTA B TAHIIOBO-
XyJ0’KEeCTBEHAaTa U3pa3HOCT. TO3M acHeKT BCHIIHOCT € MHOTO Ba)XKEH HE MPOCTO B CUCTEMaTa Ha
TaHIIOBOTO M3KYCTBO, a B ISUIOCTHATa TEOpeTWYHA OCHOBa Ha M3Toka (B wactHocT Kwurail) mo
OTHOILIEHNE HAa CHHKPETU3Ma Ha TEaTPAIHOTO 3pEIHILIE.

B nbpBa riaBa ce npeacTaBsAT XapaKTEpHUTE OCOOCHOCTH Ha KHTalcKaTa MUTOJIOTHUS,
KOSITO BIPOYEM HHUKAaK HE € Malika Kato o0eM. ChBCEM IIOTMYHO JOKTOPAHTHT 3alouBa OT
KOCMOJIOTUYHUTE MHUTOBE, MHUTOBETE€ CBBP3aHU C TMPAOTIUTE, IMOTOMA, JyHaTa, 3BE3AUTE
I'BPBOEIIEMEHTUTE — BEIIUKUTE TET: 3eMs, 02bH, 8b30YX, 600d, 0bPE0, 3aI0KEHU U (HOpMUpALIH
IUIOCTHOTO MUCJIEHE Ha KHTAaHCKOTO KYyATYpHO-puiocodcko moie. BakeH eneMeHT OT Ta3m
I'bpBA TJIaBa € YyJAE€CHO HalpaBeHAaTa aHAJTUTHUYHA ChIIOCTaBKa MEXAY aHTUYHMST TPBLKHU JIOT0C
U MUTOC C KMUTaWCKHUTE MPEACTABH. ,,/3yuaganemo Ha KUMallckomo u 3anaoHomo MUumoio2uiHo
UZKYCINBO € Om 20JIAMO 3HAYeHue 3a pazoupanemo HA pasiudusma mexcoy Kumatickama u
3anaonama Kyaimypa, a Cbujo maka mMoxce 0a Hacbpuu CIUBAHEMO U PA3GUMUEMO HA KYAmypume
u uskycmeama na Kumaii u Eepona.”“ — ¢ .27 ot pa3pabotkata. B Hes ce mpeicTaBsAT ¥ BaKHH
€JIEMEHTH KaTO MUT U MOTUBHUTE 32 CAMOXEPTBA, CAMOYCHBBHPILICHCTBAHE, HAATPAKIAHE, MEUTU
U Tp., KOUTO Ca 3HAKOBU 32 HAPATUBHUTE CTPATETMH U B CbBPEMEHHUTE U3ITBbIIHUTEICKUA U3KYCTBA.
Te ca onpezensiy 3a MOTUBHPAHETO HA TIEPCOHAXKA U HETOBUTE JICUCTBHS.

Brtopa riaBa cBbp3Ba MUTOJIOTHYHUTE U (POJIKIOPHUTE MIPEICTaBU, TOTEMHOTO HAa4yajio, B
HE MaJKOTO MOJIe Ha Pa3HOOOpa3HUTE ETHUYECKU TpynH HacemnsBauy Kutait u GyHKInOHUpAIu

Ha TpUHIUNA ,,3a€MHO B MHOTr0ooOpa3ueTo. AKIIEHT € TIOCTaBeH BBPXY 300MOPQHHUTE



MUTOJIOTUYHH CHIIECTBA, KOUTO HAacEIIBAaT BOOPaXKEHUETO U APEBHUTE MPEICTABU, CHMBOJIMKATA
UM, IIBETOBUTE XapaKTEPUCTUKHU, U3PA3HOCT U (PyHKIHMOHUpaHe. ToBa € ChIIECTBEHA U HYXKHO
BBBE/ICHUE, 3aII0TO MMEHHO T€ BBIUIBTCHHM KaTO JCHCTBAIIM JIMIA HACHIIAT CIOXKETUTE Ha
ChBPEMEHHUTE POU3BEICHUS HAa N3KYCcTBOTO B KuTaill (He camo TaHIIOB TeaThp, HO U UTPATHO U
aHUMAIMOHHO KMHO). TyK Mo>ke 6u TpsiOBa Ja moquepTas, 4ye B IMCEPTaLUATa ca CIIOKEHU TOYHO
Ha MACTO M TMOAOpaHM WIIOCTPALMM, KOWTO BHU3YyaJH3UpAT HM3JI0KEHHUETO B TPyAa U JaBat
JIOMBJIHUTEHA TPECcTaBa 3a (popMa, KOCTIOM, TEJIECHOCT, €THOC (BMXK HAIPUMEP XMOHTCKHS
nacax Ha c.34.).

[TocnenBamiara TpeTa rjaBa HaMbJIHO JJOTUYHO U MOYTEHO MPOCIEIsSBa B XPOHOJIOTHUEH
IUTaH Pa3BUTUETO HA KUTalicKkaTa MUTOJIOTHYHA TaHLIOBA Jpama: ,,IlepieHoro ezepo (Pearl Lake)
- 1980; ,,HroBa* (Nuwa“ - 2011; ,,cropusita Ha Hapoaa JIu“ (Li Nationality Story) - 2016 u Haii-
BEUe € BhBEJICH INIaBHUS 00CKT Ha m3cieaBane ,,[Itunara 'anronr* (Gan Gong Bird) —2017; 2022.
Beuuku Te ca mpeacTaBeHM C KpaTKO OMHMCAaHWE M MallbK BXOJSI aHajdW3, HYKEH U 3a IMO-
HATAaTBIIHUTE 1IN Ha pa3paboTkaTta. M300pbT € sCHO nOepUHHMpPaH — MBPBOOCHOBATA H
donkopHaTa Tpaauusa Ha HapoauTe MaHdy (MaHIDKYpHIHTE, ceBepousToueH Kurai, criamanm
KbM TYHTY3KUTE 001HOCTH) U JIn (B 10keH, Kpaiiopesxxken Kuraii). ,,[ITuniara 'anronr* (Gan Gong
Bird) e umenno ot Jlu — eTHoca kaTo mpousxol. /[ucepTaHTHT MHOTO OCHOBHO pasIiiexiaa
IPOM3X0/1a Ha HapaTUBa M DPA3IUYHUTE CHBPEMEHHU XOpeorpadCcKu BEpCUHU Mpe3 OCHOBHUTE
KOMIIOHEHTHU: Xopeorpadusi, CLIeHUYHa CTPYKTYpa, CLIEHUYEH I1U3aiiH, KOJIOPUCTHKA, OCBETIICHHUE.

YerBbpTaTa IJ1aBa € IEHTPATHA 32 U3CIECIBAHETO U OCOOCHO MPHHOCHA. J(MCepTaHThHT
MHOTO OCHOBHO pa3riiexaa MNpou3xoJa Ha HapaTuBa ,lltumara ['aHroHr* u pasivmdHUTE
ChbBPEMEHHHU Xopeorpadcku BepcUU TMpe3 OCHOBHUTE KOMIIOHEHTH: Xopeorpadus, CIEHUYHA
CTPYKTypa, CIICHWYEH JH3aifH, KOJIOPUCTHKA, OCBETJICHHE, (OJIKPOHTH HAIOBU EJIEMEHTH
TUIIMYHY 32 HAPOJAHOCTTA

3a MeH ca MHOT'O HHTEPECHHU U OTJIMYHO HANPABEHU ChIIOCTABUTEIHUTE aHAIM3H C ,,PomMeo
u XXynuera® (mpu ToBa OTHOBO BHB PA3JIMYHU Bepcuu!), 3a110TO U ABaTa HAPATHBA CTHIIBAT BHPXY
aXeTUITHUS aroOHWYeH WrPOBH TNPUHIUN — OopOa, CHIEPHUYECTBO MEXKAY JBa KIaHA U
HEBH3MOXKHATA JII000B. TyK 32 MHOTO CBHIIECTBEHH HAMUPAM M aHAIHM3HUTE CBBP3aHU C TEIECHOTO
M3pa3sIBaHETO U €3UMKa Ha jKecTa, OTHOBO B CPAaBHHUTEJEH IUJIaH M 3a KUTaWCKUg oOpasel, u 3a
eBporeiickata Kiacuka. BbBexaar ce U TepMUHHUTE ,,00paTHO MHCIEHE®, ,,cUM(QOHUYIHO

MuclieHe", ,,()eHOMEHaAITHOCT* B XOopeorpadusira.



Iletata rnaBa e OHTOJOTMYHA, CBBpP3aHAa M3IUIO C MEPCOHAXHUTE B KHUTalcKara
MHUTOJIOTMYHA TaHIOBa Ipama, karo Jonnu llaii oTkpuBa M aHanu3upa Bpb3KaTa MEXIy €TOC-
€THOC-XYJIO’)KECTBEHO HaciencTBO. IlpuHOCHM B pa3paboTkaTa ca OIEHKUTE CBBP3aHH C
MHKOPIIOPHPAHETO Ha MOpaJHUS Ka3yc B CHBPEMEHHOCTTa M HENPEXOJHOCTTa Ha
(byHIaMEeHTaJIHUs MUTOJIOTHYEH 0a3uc. SIpbKk MOMEHT € POoKyChT BbpXY Jla0CTHYHUSA NPUHIIHII,
M3KIIOYUTETHO Ba)KEH B CHCTEMaTa Ha BCHUKU M3KYCTBa M XyA0)KecTBEeHOCT Ha Kuraii. I3BonbT
710 KOWTO CTHTa JOKTOPAHTHT € a0COIOTHO peJIeBaHTeH: ,,umeepupanemo na "/lao" u "mexnuxa”
Modice 0a ce pasanedcod Kamo OKOHYAMmeNeH 3a6bpuleK Ha MUnu4HUus 00pas Ha manyosama opama
Kamo OomauyHa Kumaiucka Kyaimypa. B npoyeca Hna cv30asane Ha munuunu 00pasu,
ycmanoeseanemo Ha 00pasu Ha Xapakmepa, U3padcoOaHemo HA XAPAKMepHU eMoyul,
YANOCMHAMA XYO00ICeCmBEHA KOHYENyus U Cmpemedlc KbM 0OpasHocm 6 mauyosume opamu,
KAKmMo u apmucmuyHOCmMma Ha manyo8usi Opamamuyer e3uK ca 8 OCHO8Ama Ha cb30a8aHemo Ha
munuyHu 06pasu Ha manyosu opamu.”“ —c .115 ot pazpadorkarta. Moxe O Ta3u MeTa riaBa Moxe
na Ob/ie U Mo-Hampea U3HeCeHa B CTPYKTypaTa Ha AUCEPTALUATA, IPOCTO Aa ObAaT pa3MEHEHH C
4yeTBbpTa I11aBa. Hiakak Mu ce cTpyBa Mo-JI0rU4HO.

Ilecta riaBa e joruyeH (pUHAI Ha AUCEPTALUATA, B KOSTO CE MPaBAT aHAJIU3U U apaeiu
C HOBOBBBEJICHHSITA U MUCIIEHETO HA MUTOJIOTUYHATA B 3alla/IHNs TaHLIOB TeaThp. Kato B ocHoBarta
€ 3ajierHaJl aHTHYHUAT JIOTOC — JPEBHOTPBIIKOTO U PUMCKOTO HACJIEACTBO U MpobiemMaTukara 3a
MIPEOTKPUBAHETO HA MUTOJIOTUYHUSA, BedeH PpyHaaMeHT. JInuHo a3 cMmstaM ye He Ou OHMII0 peiHo
T€3U TPU CTPAHULMU J]a C€ HapUyaT IjaBa OT IMCEPTaLUATa, a [sIaTa Ta3h 4acT MOXKE Jla ce Biee
B 3aK/IIOUYEHHETO, M 3apajJd XapaKTepUCTHKUTE CH M 3apaau Mainkus cu obem. Camoro
3aKJII04YeHHue € JOCTaThYHO IUTBTHO U MOJAPOOHO OT CBOSI CTpaHa U OTpa3siBa ISUIOCTHUST BT Ha
JUCEPTAllMOHHOTO DPAa3BUTHE. ,.[d Hakpas, kakmo Kumauckume, maxa u 3anaoHume Mumoege
npeoasam emudHu u MOpanHu Konyenyuu. Hezagucumo om uskiouumenno pasiudtus KyamypeH
npou3sxo0 medxcoy Kumaii u 3anada, uma sHayumennu pasnuku 6 coyuannume ooudau, YyeHHocmu
U HAYUUHU HA MUCIEeHe, HO me NOKA36am YOusumennu oowu 4epmu 8 Cb30a8anemo Ha MUmoge.
Te3u 0bwu vepmu us2nexHcoa ca MOCH Mexcoy KyJamypHume pasiudus U Cbuo Hu No360116am 0a
BUOUM HAKOU NPUNUKU 8 HAYUHA, NO KOUMO XOpama Muciam u pasoupam ceema. Tesu oowu newja
He ca npocmo cvbenadeHue Ha KyAmypHu (eHoMeHU, HO U Pe30HAHC HA Y08euKama Mb»0pocm u
emMoyus, Koumo moyHo Ompasaeam Hauemo oowo pazoupane u Cmpemedc KoM 6CUUKU Held 618

Bcenenama.” — obobmasa Jlonnun Lait Ha ¢.165 oT Tpyna. BaxeH akneHT e U3BEACH M B



oOpa3oBaTenHaTa MepPCIeKTHBA Ha BKJIIIOYBAHETO HA MUTOJIOTMYHOTO B CbBPEMEHHUTE KUTAMCKH
TaHILIOBU IIPAKTUKHU.

IIpunocure B nuceprannonnus Tpya Ha JlonnuH [{aii ca siCHO MapKUpaHU U HAITBIIHO CE
cbrilacsiBaM ¢ TAX. OCHOBHM MOMEHTH: MAaIaOHOCT M KOHTEKCTyaJlHOCT B pa3paboTKaTa,
U3CIeABaHE HAa CHBPEMEHHUTE TAHIOBH TEXHUKM U CTPYKTYPHM XapaKTEpUCTUKH Ha
MUTOJIOTUYHATAa TaHLOBA JpaMa B CBIIOCTaBUTENHA IepcrneKkThBa 1o octa M3rok-3aman,

MUBHUJIN3allMOHHO Pa3BUTUC U r100ajeH CBAT.

3akiiroueHue:

OO0moro Mu BHeyaT/ieHHe €, Ye M3CJIeIBAHETO € MHOI0 A00pe pa3sBUTO, ¢ MAJIKH
3a0e/Ie;KKH OTHOCHO HAYYHHUSl amapaTr U JIOTHYHOTO MY CTPYKTypupaHe. Bbnpeku Tsax
BIIEYATJICHHETO € M3USI0 MoJoxkuTeaHo. JucepraumonHuaT Tpya Ha Jlonnun Iai
KHUTAHCKATA MHTOJIOTHA H MUTHYHATA TAHI[OBA JIPAMA, IIPOEKTHPAHH B
ChBPEMEHHATA XOPEOI'PA®HA 3aema cB0€TO MAACTO B OCMUCJISTHETO HA NPoOJIeMure
HA MHUTOJIOTMYHOTO B ChbBPeMEHHATA TAHIIOBA JApaMa M € aKTyajJeH KbM HACTOSIIATA
KyaTypHa cutryauus. I[Ipennaram Ha 4jieHOBeTe HA HAYYHOTO KypHU JAa Obje NMpPHUCHIEHA

o0pa3oBartesniHaTa u Hay4Ha creneH ,,JJOKTOP* na kanguaara lonaun Llaii.

Codus, 30.04.2025 [Ipod. a-p Annponuka MaptoHoBa
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Biographical information about the PhD student: Cai Donglin was graduated with a
Bachelor's degree in Dance Performance from the People's Liberation Army Academy of Arts in
2011. He defended his Master's degree at the prestigious Beijing Dance Academy in the
Department of Choreography in 2018. Over the years, he has been active as a practitioner:
choreographer, but also librettist of more than 10 works in the bosom of classical Chinese, folk

and contemporary dance repertoire. Among his notable achievements are the productions That
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Blue, Gangong Bird, and The Dashing Wrangler, for which he has also received numerous awards.
His practice focuses on ethnic dance forms implemented in modern spectacle. Alongside his
artistic work, Cai Donglin has published academic articles related to his pedagogical work, the
characteristics and specificities of Korean ethnic dance within the confines of the Chinese
community. His observations towards the therapeutic role of dance in children with autism and
during an epidemic are particularly interesting. Some of these texts - 5 in number - are in fact

appended to the approbation of the dissertation that is the subject of this review.

Dissertation:

To the attention of the academic jury Cai Donglin presents the development CHINESE
MYTHOLOGY AND THE MYTHICAL DANCE-DRAMA, DESIGNED IN
CONTEMPORARY CHOREOGRAPHY. Its volume is 172 pages - text and scientific apparatus.
The bibliographical sources are 17 items, which I find a bit sparse for a dissertation with such a
topic related to the compendium of the mythological. In any future theoretical pursuits, I would
recommend that the PhD student also look at the foundational works of Western thought by Mircea
Eliade, and especially Vladimir Propp and Joseph Campbell - which are highly applicable to the
overall development of world dramaturgy. The inclusion of additional foundational literature by
Western authors would give more density and depth to the course of the research.

The footnotes are also modest - 18 in number, which is atypical for a dissertation. However,
we can assume that the PhD student has made an effort to focus as much as possible on the
expression of his "own voice" and experience in the presentation, which unambiguously shows the
strong practical-applied characteristic of the PhD. Videos are also provided. The work is divided
into an introduction, six chapters with corresponding sub-chapters, and a conclusion

The topic of the relationship between mythology-dance-contemporary Chinese
performance is very relevant, related to the whole cultural practice of China, preserving national
heritage and identity, as well as exporting cultural production to promote the arts. Already in her
introduction, Cai Donglin stresses that the search for new readings of the mythological through
modern choreographic techniques is a field that offers many opportunities to integrate
heterogeneous elements coming from both folklore and Eastern and Western classics. And myths
as a source of narratives provoke the choreographer's imagination to use the full vocabulary of

human dance possibilities in multiple forms and heteroglossic staging approaches. That is why he



chooses the appropriate theme. In the objectives that the PhD student sets himself he highlights
issues not only of myth in coherent relation to dance, but also those related to the space of the
stage, dance characterization and specificities in the act of characterizing mythological characters
and plots. Another interesting aspect that has been developed by Cai Donglin in the analysis of
contemporary choreographies and set as the aim of the study is emotionality in dance-artistic
expression. This aspect is actually very important not just in the dance art system, but in the overall
theoretical foundation of the East (China in particular) in terms of the syncretism of theatrical
spectacle.

The first chapter presents the characteristics of Chinese mythology, which is by no means
small in volume. Quite logically, the doctoral student begins with the cosmological myths, the
myths related to the ancestors, the flood, the moon, the stars, the primordial elements - the great
five: earth, fire, air, water, wood, which underlie and form the overall thinking of the Chinese
cultural and philosophical field. An important element of this first chapter is the wonderfully made
analytical comparison of the ancient Greek logos and mythos with Chinese notions. "The study of
Chinese and Western mythological art is of great importance for understanding the differences
between Chinese and Western culture, and can also promote the fusion and development of the
cultures and arts of China and Europe."- p .27 of the elaboration. It also introduces important
elements such as myth and the motives of sacrifice, self-improvement, upgrading, dreams, etc.,
which are also significant to narrative strategies in contemporary performing arts. They are
determinant for the character's motivation and actions.

Chapter Two connects mythological and folkloric notions, the totemic origin, in the not
insignificant field of diverse ethnic groups inhabiting China and functioning on the principle of
"Together in Diversity". Emphasis is placed on the zoomorphic mythological creatures that
populate the imagination and ancient representations, their symbolism, color characteristics,
expression and functioning. This is an essential and necessary introduction, for it is they embodied
as actors that saturate the plots of contemporary works of art in China (not only dance theatre, but
also feature and animation films). I should perhaps stress here that the dissertation has put
illustrations in exactly the right place and chosen them to visualize the exposition in the work and
to give further insight into form, costume, corporeality, and ethnicity (see, for example, the Hmong

passage on p. 34.).



The third chapter that follows, quite logically and respectfully, the chronological
development of Chinese mythological dance drama: Pearl Lake (1980); Nuwa (2011); Li
Nationality Story (2016) and, most notably, the main object of study, Gangong Bird (2017; 2022),
is introduced. All of them are presented with a brief description and a little input analysis, which
is also needed for further development purposes. The choice is clearly defined - the primal and
folkloric tradition of the Manchu (Manchurian, northeastern China, belonging to the Tungusic
communities) and Li (in southern, coastal China) peoples. The "Gangong Bird" is specifically of
Li-ethnic origin. The dissertation very basically examines the origins of the narrative and the
various contemporary choreographic versions through the major components: choreography, stage

structure, scenic design, color, and lighting.

The fourth chapter is central to the study and particularly contributory. The dissertation
very basically examines the origins of the Gangong Bird narrative and the various contemporary
choreographic versions through the major components: choreography, stage structure, scenic
design, coloring, lighting, folkloric narrative elements typical of the vernacular

For me, the comparisons with Romeo and Juliet (and again in different versions!) are very
interesting and well done, because both narratives are based on the atypical agonistic play principle
- struggle, rivalry between two clans and impossible love. I also find the analyses related to bodily
expression and the language of gesture very significant here, again in comparative terms for both
the Chinese model and the European classic. The terms "reverse thinking", "symphonic thinking",
"phenomenality" in choreography are also introduced.

The fifth chapter is ontological, dealing entirely with characters in Chinese mythological
dance drama, as Donley Tsai discovers and analyses the ethos-ethnos-artistic heritage relationship.
Contributing to the development are the evaluations related to the incorporation of the moral case
into modernity and the timelessness of the fundamental mythological basis. A striking point is the
focus on the Daoist principle, crucial in the system of all arts and artistry of China. The conclusion
reached by the doctoral student is absolutely relevant: 'The integration of "Dao" and "technique”
can be seen as the final completion of the typical image of dance drama as an excellent Chinese
culture. In the process of creating typical images, the establishment of character images, the
construction of characteristic emotions, the overall artistic conception and pursuit of imagery in

dance dramas, and the artistry of dance drama language are the foundation of creating typical



images of dance dramas."- p .115 of the elaboration. Perhaps this fifth chapter could also be
brought forward further in the structure of the thesis, simply interchanged with chapter four.
Somehow it seems more logical to me.

Chapter six is the logical conclusion of the dissertation, analyzing and drawing parallels
with the innovations and thinking of the mythological in Western dance theatre. With the ancient
logos - the ancient Greek and Roman legacy and the problematic of rediscovering the
mythological, timeless foundation as the foundation. Personally, I think that it would not be
appropriate to call these three pages a chapter of the dissertation, but to flow this whole section
into the conclusion, both because of its characteristics and because of its small size. The
conclusion itself is dense and detailed enough on its own and reflects the overall path of the
dissertation development. "Finally, both Chinese and Western myths convey ethical and moral
concepts. Despite the vastly different cultural backgrounds between China and the West, there are
significant differences in social customs, values, and ways of thinking, but they show striking
commonalities in myth-making. These commonalities seem to bridge cultural differences and also
allow us to see some similarities in the way people think and understand the world. These
commonalities are not just a coincidence of cultural phenomena, but a resonance of human
wisdom and emotion that accurately reflect our common understanding and aspiration for all
things in the universe." summarizes Cai Donglin on p.165 of the work. An important emphasis is
also brought out in the educational perspective of incorporating the mythological into
contemporary Chinese dance practices.

The contributions in Donglin Cai's dissertation are clearly marked and I fully agree with
them. The main points are: scalability and contextuality in the development, exploration of
contemporary dance techniques and structural characteristics of mythological dance drama in a

comparative perspective along the East-West axis, civilizational development and global world.

Conclusion:

My overall impression is that the study is very well developed, with minor remarks
on the scientific apparatus and its logical structuring. Despite these, the impression is entirely
positive. Donglin Cai's dissertation development CHINESE MYTHOLOGY AND THE
MYTHICAL DANCE-DRAMA, DESIGNED IN CONTEMPORARY CHOREOGRAPHY takes

its place in making sense of the problems of the mythological in contemporary dance drama



and is relevant to the current cultural situation. I propose to the members of the scientific

jury that the degree of Doctor of Philosophy be awarded to the candidate Donglin Cai.

Sofia, 30 April 2025 Prof. PhDr. Andronika Martonova
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