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» IPEJCTABHUTE HA XOPEOI'PA®A 3A KPACOTA, PEAJIM3UPAHU
B BAJIETHU U TAHIIOBHU TBOPBMU I1PE3 XIX U XX BEK B EBPOIIA“

[IpencraBenusT ot noktopanta EBrenus I'enueBa MuxaiisioBa qucepTaliiOHEH TPy
chC 3aryiaBue ,, IlpeacraBure Ha xopeorpada 3a kpacora, peaJu3supaHd B 0ajieTHU M
TaHuoBu TBOpOU npe3 XIX u XX Bek B EBpona“ ¢ ¢ o6em ot 164 crpanunu. B To3u o6em
ce BKJIIOYBAT yBOJ, YETHUPHU IJIaBH, 3aKIOYeHUE, Oubnuorpadus u npuiiokeHue (BU3yalHU
MaTepuanu KpM [-Ba rnmaBa). [IpencraBenara Oubnuorpadus cpabpxkama 104 n3rounuka, ot
KOWUTO 73 TedaTHHU W3JaHusl Ha OBIATapCKH €3WK, 31 eIeKTpOHHU M3TOYHWKA Ha OBJITapCKH,

PYCKH M aHTJIMHCKH €3HK.

YBOJ

YBO,Z[T:T HU TIPCACTaBsA AKTYAJIHOCTTa Ha MH3CJICABAHCTO, CBHP3aHa C JIMIICATa Ha
,,IIEIICHACOUEHO M3CJIe/IBaHe 3a MPOMEHUTE B IMpeEJCTaBara 3a KpacoraTa B xopeorpadusira‘
[muTar]. EnemenTuTe Ha WH3CIEeNBaHETO ca TOYHO GopmyiaupaHu. M3kiaroueHue MpaBsT
,,ABTOpoBaTa Te3a u xunore3a*“. KoHKpeTHO neduHUpaHa XUIOTE3a JUICBA. A MTOCOYEHOTO
KaTo Te3a — ,,IPOMsIHATA Ha TPEJCTABUTE U BKYCOBETE 3a MPEKPACHO/KPACHBO™ — € TI0-CKOPO

€/IMH BCEU3BECTEH M HEOCTIOPUM (DaKT.

HNuTepecHoTo Ha Tpyaa obaue e, 4ye pasriexia kpacomama 6 baiema, KaTo eCTeTHIecKa
KaTeropusi, U30JIMpaHa OT BCHUKUTE My OCTaHAIM CMHUCIIOBO-XY0KECTBEHU acleKTH. OTTYK,
,Taka HIKaK OT camo-cebe cH ce ouepraBa MpeArnojaraeMusi CUIyeT Ha XUIOoTe3ara, 4ye
Kpacomama Ha maxya € Tapa-OCHOBAaHME 3a ChIIECTBYBAHETO My, €IHO MapajielHO
,,HEOOXOMMO 1 JJOCTaThUHO * yCIOBHUE 32 HETOBOTO Ch3/1aBAHE — €IHOBPEMEHHO CBbP3aHO ChC
3aMUCBHJIA U MIOCTAHUETO HAa CbOTBETHOTO MPOU3BEICHNE, HO CHIIIEBPEMEHHO U ChILIECTBYBAILIO

HE3aBHUCHUMO OT TAX.

ViMeHHO pasriexgaHeTo Ha ecmemukama u Kpacomama 8 mawniia, KaTo CaMOCTOSITeNIeH
CaMOJIOCTAaThUCH 32 CBOETO ChHINECTBYBaHE ()EHOMEH, C€ KpHE MPUHOCHOTO 3BPHO HA TO3MU
Tpya. [IprunHata 3a ChIlIeCTBYBAaHETO Ha TaHIIA, 3apajl €CTeTHYECKaTa Haclala OT HeroBaTa
KpacoTa, 03HauaBa TOil MO TO3U HAYMH yJOBJIETBOPSIBA €1HA MOTPEOHOCT Ha OOIIECTBOTO MUIIU
Ha oIpenesieHa yacT oT Hero. M cbBceM He B OTpHUIIATENIeH CMUCHI IPEOCMUCTISIM TPY3UHCKUS
BHII 32 KpacuBaTa MEeBUIlA, KOSITO Meena GalliiBo U IpeaceaaTesIT Ha KOHKYPCHOTO XKypH i

kazan: ,,He moii. TsI TOIBKO XO0M1".



I''/TABA IIBPBA ,, Kpacorara karo ecreTH4ecka HOpPMa M LieJl B H3KYCTBOTO OT

AHTHYHOCTTA 10 XX BeEK “

KakTo nokrtopanta oTOens3Ba, Ta3u TIjlaBa NpPECTaBIIsIBA UCTOPUYECKU MpEryie] Ha
MpeJICTaBUTE 3a ,,KpacoTara™ OT APEBHOCTTA JI0 JTHEC, MPOCTEAsBalll TSIXHATA €BOJIOIUS BbB
BpeMero. Tpbrea or Emanma, kpaero Kpacomama e cBoeoOpa3eH CTHJIO B CBETOIIena Ha
JIPEBHUTE €NMHU. AHanu3uMpa HEWHOTO 3HAYEHHME, KaTo ,,ChIIECTBEHA 1€l B AHTUYHOTO
00IIecTBO™, KAKTO TS TO OIMpeess, OTOeNA3BaKN Bpb3KaTa HA OUHOMA ,, KPACUBO — 2PO3HO ** C
,, MOPAHO — HEMOPAIHO *‘, KaTO OTHOIIIEHUE MEXAY ,,eCTETUKA™ U ,,eTHUKA“*: pecIl. ,,KpacuBO —
MOpaIHO®, ,,PO3HO — HeMopaidHO“. KakTo M HEroBUTE aHAJOTMYHU CMHCIIOBU MPOEKIUU,
CBBp3aHU C JHCUBOMA U CMBPMMA — CEEMIUHA-MBMHUHA, PAOOCM-mbved, CUld-c1adbocm,

30page-boaecm.

[IpocnensBa eBomroOIUATa B MOHATUETO ,,KpacoTra™ B CpeaHOBEKOBHETO (KpacoTa =
BbTpEIIHA YUCTOTA U  cBATOCT). B Penecanca (kpacota = XapMOHHUs, HpPABCTBEHO
CBhBBPIICHCTBO). HelfHoTo 3HaueHue B bapoka (B TeaTbp, omepa, My3HKa, MOE3us, TaHII,
M300pa3UTENTHO HM3KYCTBO). AKIIEHTHpA BBPXY 3HAYEHUETO HA TOHATHETO ,,KpacoTa™ Mpu
nepuHUpaHeTo Ha OaneTHOTO M3KYCTBO mpe3 I[IpocBemniennero, upe3 CTaHIapTH, KOUTO ce
SIBSIBAT ,,5ICHA MPOKJIaMallusl Ha ujaeana 3a kpacora® [uurar]. CienBa HUHTEpHATU3UPAHETO HA
,kpacotara®“ mpe3 PomaHTu3Ma, MpeHACSHETO W BBB BBHTPEIIHUTE, UHTUMHU YCEUIaHUS M
npexuBsBaHus. OUHAIBT Ha raBaTa MPaBU MOCT KbM aBaHrapAau3Ma Ha XX BEK, KbJIETO
,»€CTETU3UPAHETO HAa TIPO3HOTO™ C€ MOSABSIBA KAaTO KOHTPAIYHKT Ha WACATM3UPAHETO Ha

»KpacoTraTta‘“, B pa3JIM4YHUTE i1 HDAaBCTBEHU U TyXOBHU aCIEKTH.

I'TABA BTOPA. TaHubT KaTO CaKpPaJHO U3:KNBSIBAHE U KATO CBETCKO U3KYCTBO.

OCHOBHOTO B Ta3u TJlaBa €, 4e 3aJ oOWuaiiHaTa CHIIOCTaBKA MEXKIY peiucuo3Hd
06pedHOCm M U3KYCmeo, CTOU €IMH MO-ABJIOOK IMOTJIe] — YCIOPEIsIBAaHETO Ha JIBE Pa3IMYHU
arperaTH ChCTOSIHUS Ha TaHIA B YOBEIIKaTa MuBMWIM3anusa. OT eHa CTpaHa, yTHIUTapHaTa
My (DYHKITHSI B )KMBOTa Ha JPEBHOTO OOIIECTBO, BHACAII pea M OanaHC 4pe3 puTyaia, a OT
Apyra, YCIOBHOTO My OMTYBaHE B €lHa BTOPUYHA XYyJ0’KECTBEHA PEATHOCT, KaTO CHET 00pa3

Ha IPeaXoHOTO. Upes TOCTUTHAIMTE IO HAIIM IHU apTedakTH Ha H300pa3UTEITHOTO U3KYCTBO



B pa3nu4HUTE My (DOpMHU, 3arieyaTaiy TaHa noJ jopmara Ha TaHIyBaIlly (pUrypu, JOKTOpaHTa

IMpaBH 3aKIIIOYCHHA OTHOCHO IMPEACTABUTEC 3a KPpACOTAa HA aBTOPUTEC U TCXHUTC CbBPCMCHHUIIH.

Crnupa ce Ha peauna u3o0paxkeHus ot apeBHocTTa, Eruner, Enana, Pum, Buzantus.
[IpemunaBa oT 4epHodurypHa W UYepBEHODUTYpHA Ba30MHUC, MPE3 CKYJNTYPH, PPECKH U
CTEHOIIMCH, CBbP3aHH C U300paKeHHs Ha yYaCTHUIM B OOpEHN CHbOUTHS, B CAKPAITHU TaHIIH,
TaHI[LOPY B TIPa3HEHCTBA © 3a0aBiieHUs, (QUTypu Ha ,,HEUOBEIIKH ChIIecTBa™ (mpe3
peHecaHca), KaTo MUTHYHU Ch3/1aHUs, aHTeIH, HUM(U, OT Bce MO-MPUOIIHKaBalLUTe ce J10 Hac
CBETOBE Ha OaneTHUTE BUIUCH, cuibuau, deu, A0 OyKBaIHHUTE OOpa3u Ha OaJlepuHU B
TBOpuecTBOTO Ha Jlera. OTTyK wu3cienoBaTelckara HUIIKa Ha MuxailioBa NpeMuHaBa B
pa3IekTaHETO HA CICHUYHUAT TAaHIl B OlepaTa, B KIACHYECKUTE OAleTHU MPOU3BEACHMUS, B
MIO3UKBJIa, KaTo 0TOesI3Ba peaunia nMena kato Mui, Koy, Poounc, Yemnubh, Kup, bener,

®eticbH, Muubii, Ctpoman, @oc U Apyru.

I''TABA TPETA. IlpeacraBure 3a kpacora B 0ajierure ot XIX Bek.

I'maBara 3amouBa ¢ aHanu3 Ha OaneTHuss POMaHTH3BbM, BKIIIOYBAIL Bh3HUKBAHETO HA
0aJIeTHOTO M3KYCTBO B Ta3M €10Xa, B KOHTEKCTa Ha HCTOPHUUYECKUTE MPEATIOCTABKH, TOPOIHIN
Tto3u (peHoMeH, [IbTAT Ha aHanm3a MuHaBa npe3 Ppaninusa u Pycus, kaTo HayaJlHAa W KpaiHa
TOUYKa Ha O()OpMSHE 3aKOHUTE Ha KJIACHYECKHUS TAHI[ OT TO3M MCTOPHUYECKHM MOMEHT M KaTo
BBIUTBILEHUE HA KATETOPUUTE ,,KpacoTa' v ,,xapMOHMs ‘. B TaHIla mpeacTaBaTa 3a KpacoTa UiIu
Ipo30Ta HEMUHYEMO € CBbpP3BaHa C YOBEIIKOTO TSUIO, JOKOJIKOTO TO € OCHOBEH ,,MHCTPYMEHT

Ha 0aJIETHOTO MU3KYCTBO.

Bwrnpeku ye cpaBHeHHeTo Ha boxwusra maiika ¢ OaneTHUTE TepouHH OT PomManTH3Ma
(cundunu, BunucH, pen) € HEKOPEKTHO OT TEOJIOTUYHA IJIeJHA TOUKA, TO3HU OMUT Ha KaHAUuaTa
HU JaBa uHoOpMalus 3a HeroBaTa Hesd, Y€ HMEHHO CTPEeMEXbT KbM pPOMaHTHYHATA
M3BUCEHOCT MPEIU3BUKBA 00110 (€cTeTHuYecKo, (OpMalTHO, KOHIIETITYaTHO U ChIBPKATEITHO)
JOMUHHMpAHE Ha )KEHCKOTO HAYaJl0 B KJIACHYECKUS TaHIl — BB3AYIIHO U €PUPHO, JIEKO U HEXKHO,
Maru4ecko, HEpeasHo, HE3€MHO, MEYTATeNHO, NMPHUKA3HO M HEJAOCTHKHUMO — 000OIIeHO B
Kareropusita ,,Kpacora® B ABMXKEHHMETO Ha TSJIOTO B TaHIlA, BHIUTbTEHA B MPEACTABUTE Ha

xopeorpada ot XIX Bek.

N3cnenoBarensaT Biau3a B KOHKPETHKA, Ype3 OajleTHOTO TBOpUYECTBO Ha YailkoBCKH,

KaTo IMpaBH JIOTUYHO U3KIIHOYCHHUC C }KI/IBGJ'I, IMPOU3BCACHUCTO, KOCTO, IT0O AYMUTEC HA aBTOpa,



YTBBpKIaBa €CTeTUKaTa Ha pOMaHTUYHUS OasieT. B koHTekcTa Ha TBOpuecTBO Ha YalKoBCKH
pasriiexnaa ponsta Ha lleruna BBpXYy pa3BUTHETO Ha OaleTa W TEHIASHIMATA My Ha
pasrpannyaBaHe oT PomaHTu3Ma. AHaIM3bT 3aBBPIIBA ChC 3aKIIOYEHUETO, Y€ B Ta3W Taka
TpacupaHa €CTETHYECKa JIMHUA OT KIIOYOBH MPOU3BEACHUS, KATO CKPUT KOJI CTOH
,,MPAallMOHAHUAT CTPEMEK Ha BCEKM TBOPEL KbM HEOOSICHUMOTO yCEllaHe 3a KpacoTa U

HETPECTaHHUS TBOPUECKH OIUT TH J1a ObJe ,,MaTepHaIN3upaHa‘ Ha ClieHaTa MpeJ myOoauKa™.

I''TABA YETBBPTA. IIpeacraBure 3a kpacora B 0ajgerure oT XX BeK.

Ta3u rnaBa pasriexaa JMHAMUYHUTE MPOMEHU B TAHIIOBOTO M3KYCTBO Mpe3 XX BeEK,
KOUTO BOJAT JIO KOPEHHO MPEOoOpBIIaHe HAa MPEACTaBUTE 3a KpacoTa B TaHIA M TEIECHOTO
u3zpassBane. JlokTopaHTa nmpocieasBa BCUYKUA TE€3W MMPOMEHH KaTo CJIEACTBUE OT ,,CKOPOCTTA,
C KOATO TEXHOJOTUYHHTE HOBOBBLBEICHHS O(OPMAT )KMBOTA HA YOBEKA“, HO TO3W IMTAT B
MHOT'0 II0-roJisiMa creneH e BanuacH 3a XXI Bek. Bernpeku ue XX Bek, o1lle 0T Ha4anoTo € BeK
Ha PEBOJIOIMOHHM HAayYHU M TEXHUYECKU OTKPUTHUS, M3CIEAOBATENIAT IMPOITyCKa
HWCTOPUYECKUS KOHTEKCT Ha CBETOBHOTO IMpepasnpeiesisiHeé Ha CBeTa B TO3M MOMEHT,
MpEIN3BUKAIO TMOpEanlia OT BOHWHHM, OCHOBHaTa OT KoMTO € [IbpBara cBETOBHa BOIiHA,
riiobamHaTa MOJUTUYECKA IEMarorus, CBbp3aHa ¢ Hesl, KpaX'bT Ha U3HAYATHUTE UCTHHH, KOUTO
JOBEXKIAT 10 cBoeoOpa3eH pasmaj] Ha XapMOHUSITA B YOBEIIKATA JIMYHOCT, KOETO €CTECTBEHO

AaBa CBOs CHJICH OT3BYK B U3KYCTBOTO, KAKTO U BbB BCUUKHU cq)epn Ha 9YOBCUIIKaTa ,HCfIHOCT.

Bobnpeku ToBa EBrenust MuxaiisioBa KOpeKTHO pa3riiexkaa MmosiBaTa Ha HOBU HAIPaBJICHUS
U IIKOJIM B TaHIA, MPOMsSHATa B TAHILOBaTa JICKCHKA, PEBOJIIOLUATA B TEIECHUS C€3HK,
peoOpbIIAHETO Ha TaHIOBaTa ecTeTHka. JleTailiHo mpocieasiBa pa3BUTHETO Ha TaHIA 4ype3
nopenuia oT u30paHu KI0UoBH (pUrypu B 6aIeTHOTO U3KYCTBO - Alicenopa JpHKaH, Pynond
¢on Jlaban, Mepu Burman, Muxaun ®oxun, Baunas Hwxuncku. bponucnasa, J[xopmx
bamanunH, Marc Ex, Maro bopH. B 14X 14 aHanu3upa mnpouecure Ha , JUHAMU4YHaTa
TpaHdopMaIysa“ Ha TAHLIOBOTO U3KYCTBO, TBPCEHETO Ha pa3IMUYeH U3Ka3 Ha YOBEIIKOTO TSIIO,
rmosiBaTa Ha ,,HOBH JABMXKeHYeCKH dopmynu*. Kak Ha kilacuueckara OajJieTHa XapMOHUS, KaTo
OTO3UIIMS ce sABsiBa CBOOOJHATA TeleCHa eKkcrpecus. Kak Ha CTporuTe TaHIIOBU JIOTMHU ce
MIPOTHBOIOCTABAT EKCIIEPUMEHTA  UMITpoBU3aluATa. Tyk TpsiOBa 1a mpU3HaeM YMEHHUETO Ha
JNOKTOPaHTa, yCIOPEAHO, HEHATPAYMBO [1a IIPOCIIENsiBa Pa3BUTHETO Ha HAeaja 3a Kpacora,
HErOBUTE KPHMBOJMIM IO I'bTS HAa HOBaTa XyJOKECTBEHAa EKCTPEMHOCT, €CTETU3MpAHE Ha
I'PO3HOTO, KaTo 4acT OT CTpeMexa KbM uicana. HaBnuzaHeTo Ha ecTeTMKaTa Ha MacoBaTa

KyJITypa B TaHIa, B IOCJI€IHATA CTPAHHUIIA Ha TIaBaTa, JOKTOPAaHTKaTa MHOTO TOYHO JeHHUpa



CbBPEMEHHUTE HPABCTBEHO-ECTETUYECKH TPOOJIEMH: XYJOKECBTEHU KOMIIPOMHUCH, JIOII BKYC,
NPUHU3SABAHE/ICBAJIBUPAHE Ha KPUTEPUUTE 3a KpacoTa, IMOpagd 3aJ0BOJIsIBAHE Ha
noTpeOHOCTUTE Ha MyOnMKara, KIWIIEeTa, KM4 M aHTHecTeThka. OTuuTa BIMSHHETO Ha
MacoBaTa MeIns KaTo IUIIOC IIPH MOIYJIAPU3APAHETO HAa TAHIOBOTO U3KYCTBO, U KATO MUHYC
nopaad MyJATHIUIMIMPaHEe Ha CyO-KylaTypa U U3KYCTBO. EQEKThT, KOWTO IOKTOPAHTHT
aHaJIM3Mpa € CBbp3aH No-ckopo ¢ Tenesususara, Buneopasnpocrpanenuero u Marepuer. bux
orOens3an Karo MpernopbKa, Mpeuu3upaHe Ha Moj3arijaBueTo Bb3aeiicTBHETO HA KMHOTO
BbPXY CbBPEMEHHOTO 0aJIeTHO H3KYCTBO, KOCTO C€ CaMOOTpaHMYaBa B DPAMKUTE Ha

,»CEIMOTO U3KYCTBO.

3AKVIIOYEHUE

3aKIIIOYEHUETO pe3loMHpa TpocieleHaTa B YETUPUTE TIJIABU HA HW3CIEBAHETO
EBOJIIOIMS Ha €CTETHYECKHUS Meal 3a KpacoTa U MposiBaTa il B TaHIla U XopeorpadusiTa mpe3
Bpemero. EfBa B mocieiHuTe ABE CTPaHULM JOKTOpAaHTa C€ OMHUTBA J1a HAIpaBU M3BOJ IO
OTHOIIIEHHE Ha OaneTHaTa eCTeTHKa, KaTo eJHa OCHOBA, BbPXY KOATO CTHIIBA M ChBPEMECHHUS
TaHII, BBIIPEKHU 4e s oTpuya. [loAXBBpIIs eHa MHTEPECHA M HOBATOPCKA UIes 3a aHAIN3UpPaHe
u neuHupaHe Ha MO3UTE U CHCTOSIHUATA HA (GUTypUTE B IPOU3BEICHHUATA HA TNIACTUYECKHUTE
M3KYCTBa (IIpe3 BEKOBETE), UYpe3 TPAJAULMOHHUTE 3a KIaCH4ecKus OaneT (GopMyIHpPOBKH Ha
TaHIIOBHUTE €JIeMEHTH. B cienBamust ab3arm JOKTOpaHTa MOIXBBPIS ApyTa JI000NHUTHA uaes —
na ce KimacupUIUpaT eNEeMEHTHTE B KIIACHYCCKHST TaHI, CBBP3aHM C BHYIICHHSA Ha
OTIpeJIeJIEHU EMOLIMOHATIHY ChCTOSIHUS M CUMBOJIMKA HA YOBEIIKH €CTEeTUYECKH KaTeropuu. Jla
ce aHaJIM3Upa Bpb3KaTa MEXKAY NMCUXOJIOTHYECKO Bh3/ICHCTBUE BBPXY 3PUTENIS U TEXHUYECKOTO
My IOCTHUTaHE — TPAaBHUTAlMs, TPACKTOPHS, MHEPIMOHHM CHIJIM, KOMIIO3HIUS HA TSIOTO B
KWHETUKA U CTaTHKa, TeOMETPUATA Ha OTJCITHUTE CIIEMEHTH Ha TSUIOTO, KATO HAIIPABJICHUATA
Ha KpalfHUIIMTE, TUHUKTE B Topca (TpbOHaK, paMeHe, Ta3), pakypca Ha rjlaBaTa U Iocokara Ha
norniesa. 3a cChXaJeHUe Te3H LEHHU HJIeH HE ca BKJIIOYEHHU KAaTO OTICIIHU IJIABU U YacCTH OT

HAay4YHOTO HU3CJICABAHC.

B 0000menune: Brripeku ye U3caeIBaHETO OCTaBa HA HUBO UCTOPUYECKH MPETJIEe, TO
nma HpI/IHOCHa CTOﬁHOCT, I[OpI/I caMO C TOBa, 4€ IMOHACTOAIICM, Ta3u TCMATHKa € HHIIIA B
OBJITAPCKOTO TEOPETUIHO HACIeACTBO. KbM TOBa MOkeM J1a 10OaBUM JBETE CTOWHOCTHU U/JIEH,
KOUTO MMAaT TMOTEHIMAJI 32 OTACIHU HAay4YHH TpyaoBe. Te, Makap M (OpMyIHpaHH CaMO C

HSKOJIKO M3pEYeHHUs, JaaBaT HH(oOpMamus 3a HEOpAMHEpPHA Hay4yHa TJIeHA TOYKa,



HECTaHJapTHO MHCIEHE W TBOPUYECKM IOTEHIHMaN, KOUTO Ou TpsAOBajlio Ja MIpUTEkaBa

KaHuaTa.

IIpenu na rmacysam c ,,JIA*, KO€TO IMaM HaMEpEeHME J1a HaIpaBsl, UCKaM J1a c€ BbpHa

KbM HA4aJoTo, B KOETO O0TOeNsA3aX MPUHOCHOTO 3bPHO Ha TPYJa, KaTo LI MOBTOPS TyMHUTE CH:

Ecennusita Ha wu3cineABaHETO ce CBhCTOM BBB (HOPMYIHpPOBKAaTa — KaTeropusita
,KpacoTta“ B TaHIla, 4pe3 HEHHOTO OOIIECTBEHO CIIOJEISIHE W TPESKHUBSIBaHE, MPUI00MBa
YHUBeEpcaaHa BAIMIHOCT, Ch3JaBalla ecteTuuecka HopMa. [Ipuunnara 3a ChlleCTBYBaHETO Ha
TaHIIa, 3apaJy €CTETUYECKAaTa HAclIa/la OT HEroBaTa KpacoTa, 03HayaBa, 4e TOW MO TO3H HAYUH
YAOBJETBOpSIBA €HAa MOTPEOHOCT Ha OOIIECTBOTO WM Ha OINpejAeseHa 4YacT OT HEro.
W3cnenBaHero Ha W3TOYHMKAa HAa Ta3M €CTETHMYECKa HAcjaJa MOXE Ja Ce OKaxe OT
M3KJTIOYUTETHO 3Ha4YeHue: B Hamu JHU, TaHIIBT B KaTeropusTa ,,cyOKyITypa“, CbBCeM HE €
HaTOBAPEH C U3BUCEHHU UJIEU U CMUCHII, a TO-CKOPO € HOCUTEII Ha HKAKBa METa-HacIaa, KOsSTO
MOKEM Ja omnpeaciimMm Karo ,,CCTCTHKAa Ha IMbPBUYHUTC WHCTUHKTH" . Pa3rpaHanBaHeTo Ha
KJIACUYECKHSI U CHBPEMEHHHUS TaHI OT TOBa CyOKYJITYpHO HUBO, MJBa OT HAJUYMETO Ha
HPABCTBEHO €TUYHU MOCIaHUs, KOAUPAHU B TSIX Upe3 ECTETUYHA BUCOKOXYA0KECTBEHA (hopMa.
Ho, xaTto B urpa Ha JOUaJIEKTUYECKO ,,0TPUIAHUE HA OTPHUIAHUETO, HEKa JOIYCHEM, 4e
BHCOKO-XYI0)KECTBEHOTO HM3KYyCTBO OM MOIJIO J1a W3BEIE eCTETHKaTa Ha KpacoTara Karo
JIOMHUHAHTA, CIOCOOHA J]a Bb3/IeHCTBA U BJIMsE HAa MbPBUYHATA MMyOJIHMKa, AMPEKTHO, O3 HyK/1a
OT CITOCOOHOCT 3a ChIBPIKATEITHO OCMHUCIISIHE. ToraBa BUCOKaTa €CTETHKa Ha ,,KpacoTara‘ B

TaHIa LIe ce MPEBbpPHE B MOILIEH MHCTPYMEHT 3a 00JIaropo/isiBaHe Ha 00IIeCTBOTO.

HMmenHo PABTICKAAHCTO HA ecmemuxama u kpacomama 6 maniia, KaTo CaMOCTOATCIICH
1 CaMOAO0CTAaThYCH 3a CBOCTO CHIICCTBYBAHC (I)GHOMGH, ¢ 00EKT Ha TOBa n3CJICABAaHC U TO UMa
MMOTCHIMAJIA 1a IPOBOKUPA APYTrU TBOPIH, KOUTO Aa NPOABJIKAT U3CIICABAHCTO U IMPAKTUYCCKU

Aa pa3BUAT Ta3W I'NiCAHA TOYKA KbM TAHIIOBOTO U3KYCTBO.

Bcenuko ka3aHo 10 Tyk € JoCTaThb4yHA IPUYMHA 12 UMaM IOJIO0KUTEIHO OTHOLIEHHE KbM
NPUCHKIAHETO Ha Hay4yHO-oOpa3oBaTenHara cTeneH ,,JokTop” Ha EBrenuss I'eHueBa

MpuxaiijioBa.

I'macyBam c ,,JIA*!

14.05.2025 r. npod. n-p Benumup Benes
rp. Codus HAT®U3 , Kp. Capados* - Codpus
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"THE CHOREOGRAPHER'S CONCEPTS OF BEAUTY, REALIZED
IN BALLET AND DANCE WORKS IN THE 19TH AND 20TH CENTURIES IN EUROPE"

The dissertation presented by doctoral student Evgeniya Gencheva Mihaylova with the title
"The Choreographer's Concepts of Beauty, Realized in Ballet and Dance Works in the 19th
and 20th Centuries in Europe" is 164 pages long. This volume includes an introduction, four
chapters, a conclusion, a bibliography and an appendix (visual materials for Chapter I). The
presented bibliography contains 104 sources, of which 73 printed publications in Bulgarian,
31 electronic sources in Bulgarian, Russian and English.

INTRODUCTION

The introduction presents the relevance of the study, related to the lack of a "targeted study of
changes in the concept of beauty in choreography" [citation]. The elements of the study are



precisely formulated. The exception is the "author's thesis and hypothesis". There is no
specifically defined hypothesis. And what is indicated as a thesis - "the change in the concepts
and tastes of the wonderful/beautiful" - is rather a well-known and indisputable fact.

However, the interesting thing about the work is that it considers beauty in ballet as an
aesthetic category, isolated from all its other semantic and artistic aspects. From here,
“somehow by itself” the supposed silhouette of the hypothesis emerges that the beauty of
dance is a para-basis for its existence, a parallel “necessary and sufficient” condition for its
creation — simultaneously connected with the idea and message of the respective work, but at
the same time existing independently of them.

It is precisely the consideration of aesthetics and beauty in dance, as an independent
phenomenon self-sufficient for its existence, that hides the contributing grain of this work.
The reason for the existence of dance, because of the aesthetic pleasure of its beauty, means
that it thus satisfies a need of society or a certain part of it. And not at all in a negative sense |
rethink the Georgian joke about the beautiful singer who sang out of tune and the chairman of
the competition jury told her: “Don’t sing. You just walk.”

CHAPTER ONE “Beauty as an aesthetic norm and goal in art from antiquity to the 20th
century”

As the doctoral student notes, this chapter is a historical overview of the notions of “beauty”
from antiquity to the present day, tracing their evolution over time. It starts from Hellas,
where Beauty is a kind of pillar in the worldview of the ancient Greeks. It analyzes its
meaning as an “essential goal in ancient society”, as she defines it, noting the connection of
the binomial “beautiful — ugly” with “moral — immoral”, as a relationship between
“aesthetics” and “ethics”: respectively “beautiful — moral”, “ugly — immoral”. As well as its
analogous semantic projections related to life and death — light-darkness, joy-sadness,
strength-weakness, health-illness.

It traces the evolution of the concept of “beauty” in the Middle Ages (beauty = inner purity
and holiness). In the Renaissance (beauty = harmony, moral perfection). Its meaning in the
Baroque (in theater, opera, music, poetry, dance, fine arts). Emphasizes the meaning of the
concept of "beauty" in defining ballet art during the Enlightenment, through standards that are
"a clear proclamation of the ideal of beauty" [quote]. This is followed by the internalization of
"beauty" during Romanticism, its transfer to inner, intimate sensations and experiences. The
finale of the chapter makes a bridge to the avant-garde of the twentieth century, where the
"aestheticization of the ugly" appears as a counterpoint to the idealization of "beauty" in its
various moral and spiritual aspects.

CHAPTER TWO. Dance as a sacred experience and as secular art.

The main point of this chapter is that behind the usual comparison between religious ritual
and art, there is a deeper view — the parallelism of two different aggregate states of dance in
human civilization. On the one hand, its utilitarian function in the life of ancient society,
bringing order and balance through ritual, and on the other, its conditional existence in a
secondary artistic reality, as a removed image of the previous one. Through the artifacts of
fine art in its various forms that have reached our days, which have captured dance in the



form of dancing figures, the doctoral student draws conclusions about the ideas of beauty of
the authors and their contemporaries.

It focuses on a number of images from antiquity, Egypt, Hellas, Rome, Byzantium. It goes
from black-figure and red-figure vase painting, through sculptures, frescoes and wall
paintings, related to images of participants in ritual events, in sacred dances, dancers in
celebrations and entertainments, figures of "non-human beings" (during the Renaissance),
such as mythical creatures, angels, nymphs, from the increasingly close-to-us worlds of ballet
fairies, sylphs, fairies, to the literal images of ballerinas in the work of Degas. From here,
Mihaylova's research thread moves on to examining stage dance in opera, in classical ballet
works, in musicals, noting a number of names such as Mill, Cole, Robbins, Champion, Kidd,
Bennett, Faison, Mitchell, Stroman, Foss and others.

CHAPTER THREE. The notions of beauty in 19th-century ballets.

The chapter begins with an analysis of ballet Romanticism, including the emergence of ballet
art in this era, in the context of the historical prerequisites that gave rise to this phenomenon.
The path of analysis passes through France and Russia, as the starting and ending point of
shaping the laws of classical dance from this historical moment and as the embodiment of the
categories of “beauty” and “harmony”. In dance, the idea of beauty or ugliness is inevitably
associated with the human body, insofar as it is the main “instrument” of ballet art.

Although the comparison of the Mother of God with the ballet heroines of Romanticism
(sylphs, fairies, fairies) is incorrect from a theological point of view, this experience of the
candidate gives us information about his idea that it is precisely the striving for romantic
sublimity that causes a general (aesthetic, formal, conceptual and substantive) dominance of
the feminine principle in classical dance — airy and ethereal, light and gentle, magical, unreal,
unearthly, dreamy, fabulous and unattainable — summarized in the category of “Beauty” in the
movement of the body in dance, embodied in the ideas of the 19th century choreographer.

The researcher goes into specifics through Tchaikovsky’s ballet work, making a logical
exception with Giselle, the work that, in the author’s words, affirms the aesthetics of romantic
ballet. In the context of Tchaikovsky’s work, he examines Petipa’s role in the development of
ballet and its tendency to differentiate from Romanticism. The analysis concludes with the
conclusion that in this thus traced aesthetic line of key works, as a hidden code lies "the
irrational striving of every artist towards the inexplicable feeling of beauty and the constant
creative attempt to have it "materialized" on stage before an audience."

CHAPTER FOUR. Notions of Beauty in 20th Century Ballets.

This chapter examines the dynamic changes in dance art in the 20th century, which led to a
radical reversal of notions of beauty in dance and bodily expression. The doctoral student
traces all these changes as a consequence of “the speed with which technological innovations
shape human life,” but this quote is much more valid for the 21st century. Although the 20th
century, from the very beginning, was a century of revolutionary scientific and technical
discoveries, the researcher misses the historical context of the global redistribution of the
world at that time, which caused a series of wars, the main of which was the First World War,
the global political demagogy associated with it, the collapse of the original truths, which led
to a kind of disintegration of harmony in the human personality, which naturally gave its
strong echo in art, as well as in all spheres of human activity.



However, Evgeniya Mikhailova correctly examines the emergence of new directions and
schools in dance, the change in dance vocabulary, the revolution in body language, the
overturning of dance aesthetics. She traces in detail the development of dance through a series
of selected key figures in ballet art - Isadora Duncan, Rudolf von Laban, Mary Wigman,
Mikhail Fokine, Vaclav Nijinsky. Bronislava, George Balanchine, Mats Ek, Matthew Born. In
them, she analyzes the processes of the "dynamic transformation" of dance art, the search for
a different expression of the human body, the emergence of "new movement formulas". How
classical ballet harmony is opposed by free bodily expression. How strict dance dogmas are
opposed by experiment and improvisation. Here we must recognize the ability of the doctoral
student to, in parallel, unobtrusively trace the development of the ideal of beauty, its twists
and turns along the path of new artistic extremity, aestheticization of the ugly, as part of the
pursuit of the ideal. The entry of the aesthetics of mass culture into dance, on the last page of
the chapter, the doctoral student very accurately defines contemporary moral and aesthetic
problems: artistic compromises, bad taste, belittling/devaluation of the criteria of beauty due
to satisfying the needs of the audience, clichés, kitsch and anti-aesthetics. She considers the
influence of the mass media as a plus in the popularization of dance art, and as a minus due to
the multiplication of sub-culture and art. The effect that the doctoral student analyzes is more
related to Television, Video distribution and the Internet. I would note as a recommendation,
specifying the subtitle The impact of cinema on contemporary ballet art, which limits itself
within the framework of the "seventh art".

CONCLUSION

The conclusion summarizes the evolution of the aesthetic ideal of beauty and its manifestation
in dance and choreography over time, traced in the four chapters of the study. Only in the last
two pages does the doctoral student try to draw a conclusion regarding ballet aesthetics, as a
foundation on which contemporary dance also stands, although he denies it. He suggests an
interesting and innovative idea for analyzing and defining the poses and states of figures in
works of plastic arts (throughout the centuries), through the traditional formulations of dance
elements for classical ballet. In the next paragraph, the doctoral student suggests another
curious idea — to classify the elements in classical dance, related to suggestions of certain
emotional states and symbolism of human aesthetic categories. To analyze the relationship
between psychological impact on the viewer and its technical achievement — gravity,
trajectory, inertial forces, body composition in kinetics and statics, the geometry of individual
elements of the body, such as the directions of the limbs, the lines in the torso (spine,
shoulders, pelvis), the angle of the head and the direction of the gaze. Unfortunately, these
valuable ideas are not included as separate chapters and parts of the scientific study.

In summary: Although the study remains at the level of a historical review, it has a
contributing value, if only because at present, this topic is a niche in the Bulgarian theoretical
heritage. To this we can add the two valuable ideas that have the potential for separate
scientific works. They, although formulated in only a few sentences, provide information
about an extraordinary scientific point of view, unconventional thinking and creative potential
that the candidate should possess.

Before voting “YES”, which I intend to do, I want to return to the beginning, in which I noted
the contribution of the work, and I will repeat my words:



The essence of the study lies in the formulation — the category of “beauty” in dance, through
its public sharing and experience, acquires universal validity, creating an aesthetic norm. The
reason for the existence of dance, because of the aesthetic pleasure from its beauty, means that
it thus satisfies a need of society or a certain part of it. The study of the source of this aesthetic
pleasure may prove to be of exceptional importance: Nowadays, dance in the category of
“subculture” is not at all burdened with lofty ideas and meaning, but rather is a bearer of some
meta-pleasure, which we can define as “aesthetics of primary instincts”. The distinction
between classical and contemporary dance from this subcultural level comes from the
presence of moral and ethical messages encoded in them through an aesthetic high-artistic
form. But, as in a game of dialectical “negation of the negation”, let us assume that high-
artistic art could bring out the aesthetics of beauty as a dominant, capable of influencing and
influencing the primary audience, directly, without the need for the ability to meaningfully
comprehend. Then the high aesthetics of “beauty” in dance will become a powerful tool for
the ennoblement of society.

It is precisely the consideration of aesthetics and beauty in dance, as an independent and self-
sufficient phenomenon for its existence, that is the subject of this study and it has the potential
to provoke other artists to continue the study and practically develop this point of view
towards the art of dance.

Everything said so far is sufficient reason for me to have a positive attitude towards the
awarding of the scientific and educational degree “doctor” to Evgeniya Gencheva Mihaylova.

I vote “YES”!

05/14/2025 Prof. Dr. Velimir Velev
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