PELIEH3USA
3a auceprauuoHHus Tpya Ha Bepka SlneBa bo:kkoBa

»Ipancgopmayus Ha manyosus e3ux — om OvI2aAPCKUSL POIKIOP KoM CYEHUYHOMO USKYCEO
Ha ¢ghoaxnopua ochosa‘

Ot npo¢.n.u3k. Anenus JIumurpona SIneBa

IOrozanaznen ynusepcutet ,,Heodput Puncku®, bnaroesrpazn

Bepka fneBa boxkoBa ce numiomupa kato Tanbop B HYTHU npe3 1999 u ronsima yact
OT TBOpYECKaTa CH Kapuepa cBbp3Ba ¢ bmaroesrpax u lOrozamanen ynusepcuter ,,Heodur
Puncku - bakanaswp no ,,Xopeorpadus“ B Karenpa ,,Xopeorpadus® (2004), Maructbp 1o
,» 1 €0pus U KpUTHKA Ha Xxopeorpadckoro u3kycrBo™ mpe3 2018. [TapanenHo ¢ ToBa TaHIyBa B
JAHIIT , ITupun‘, bnaroesrpan (1999-2002), a ot 2002 e Ganermaiictop-penerutop B HOA
,boirape, Codusl.

Bepka boxkoBa npobikaBa cBosiTa U3CIEAOBATEICKA JEHHOCT U KaTO TOKTOPAHT Ha
penoBHO oOy4YeHHE KbM Karenapa ,,Xopeorpadus, cnernuaiHocTt ,,Xopeorpadus®, ¢ HayueH
pbkoBoguTen npod. Hukonait I[BerkoB. Ts € m mpemopaBaTen mo ,,bwiarapcku HapoaHH
taHiu®, ,,bearapcku ex3epcuc®, ,,Xopeorpadcka kommozumus, ,,00padboTka Ha OBJITAPCKH
HapOJIHM TaHIIU'* B KaTeApa ,,Xopeorpadus.

Hucepranusita 1 Ha TeMa ,, Ipancopmayus Ha mManyosusi e3ux — om ObA2APCKUsL
@DOKI0P KbM CYEHUUHOMO U3KYCMBO0 HA (hONKNIoOpHA ocHosa ““ € B 0011 00eM 233 cTp, odhopMeHa
B TPH IJIaBH, YBOJ M 3akitodcHue. [lomsBanara nureparypa Habposisa 132 uzrounuka — 120
KHHUTHY ¥ CTaTUU Ha OBJITAPCKH €3UK U 12 MHTEpBIOTA C U3BECTHH OBJITapCKH Xopeorpadu.

Hamepenusara Ha aucepTaHTKara ca Ja Mpocienn Kak OBIrapcKusiT HapOJAeH TaHII ce

IIPOMEHsI cjeJl KaTo TOW € MpeACTaBeH Ha CIIeHAa M KbM HEero ImocsraT npogecuoHaIHU
xopeorpadu, KaTo MO TO3U HAYMH To MpOo(HECUOHATU3UPAT U MPEBPBHIIAT B CIICHUYEH BapUaHT
Ha OBJITApCKU HAPOJeH TaHII - ,, LleJiTa Ha HACTONIIETO AMCEPTAIMOHHO U3CJIeIBAHE € cJe/
KaTO pasrieaaM M aHaJIM3MPaM 4acT 0T ObJIrapcKusi TAaHIOB (POJIKJIOP, 12 00001 KaK
UHIUBHIYAJTHATA TBOPYECKA HAMeCA MPOMEHs TAHLIOBHUS €3UK B CLLEHHYHOTO M3KYCTBO
(cTp. 6 OT aHICEpTALIUATA).

IIbpBa riaBa € UCTOPUYECKU TIPETIIE]] Ha MPEXo/ia OT OBITAPCKOTO XOPO/OBIATapCKu
HapoJieH TaHI| (M3MOJ3BaHM Ha MerjaHa) KbM IOCie[BajlaTa CIEHHYHAa 00paboTka IpH
Bb3HUKBAHETO Ha aHCcaMOJIM 3a HApPOJHM NECHM M TaHIM. B ,IbTemecTBHETO OT
TPAIUITMOHHUS OBJITAPCKU TAHI] KbM CIICHHYHHUS TaHI] Ha (DOJTKIIOpPHA OCHOBA CE aKIICHTHPA U
BbPXY IMOBJIMSABAaHUATA OT PYCKHS MOJEIN, MpPEeHeceH Yy Hac OT ObiArapcku xopeorpadu,
cneuuanuzupanu B Pycus. Jlobpe o6ocoOeHH ca TpuTe eTana Ha OTKBCBaHE OT OBJIrapckus
HapOJIeH TaHI[ — Mpe3 HayuyeHOTo OT 6abuTe U MallkuTe (IIbPBU €Tall), KbM XyJOXKEeCTBeHaTa

camMoJIeitHOCT U MpOQEeCHOHATHUTE aHCaMOIM 3a MEeCHU U TaHLHU, KOUTO C€ MpeBphUIaT B

,IIPAUMED 3a MoApaKaHue OT camoaeHocTTa™ (cTp. 33) — BTOpH eTalr; 10 osiBaTa Ha ,,CpeaHu



W BUCHIM YYWIWINA, KOWTO HMMaT 3a 3ajJada Ja MOATOTBAT MpodeCHOHATHH Kaapu 3a
ancam6Onute* (c. 33) — mpe3 TpeTHs eTar, KbIeTO OTKBCBAHETO € OllIe Mo-oce3aemo. [TogpoboHo
€ pasriefiaH MpeXOoabT XYA0KeCTBEHA CaMOAEHHOCT — AbPKABHM AHCAMOJIH — YaCTHH
aHcaMO0JIM, KaTO CIICIIMAIIHO € aKIIEHTUPAHO Ha PA3IUKUTE MEXKIY JIbP>KaBHHU MPOdheCHOHATHI
aHcaMOJIM M YaCTHM TaKWBa, Bb3HUKHAIM cienq 1989 — AuncamObn ,.beiarape™, AncamObi
,dunapu'?, Tpynara na Hemka Pooesa®, Jlnnust Urnarosa* u ap. OtieneHo € BHUMAaHUE U HA
nopenuiiatTa OT KHUXKKM C HauMEHOBaHUE ,,TaHioBa camoneiHoct (1957), xouto 3a
oTmpe/iesIeH TIEPHUO/] OT BpeMe ca OCHOBEH M3TOYHUK Ha 3HAHUS 32 U3AUPCHUTE HAPOIHU TaHITH
W MaTepuajid B IMOMOII Ha PHKOBOJMUTEIUTE HA OTIACITHUTE TAHIIOBU CAMOJICHHU CHCTaBH.
Cnopen nucepTaHTKara ,,... YaCTHUTE MPOPECUOHAIIHU aHCaMOJIu HE caMO C€ KOHKYpHUpaT C
€AMHCTBEHUS JbpKaBeH aHcaMObi — ,,Ounun KyTes 1 MHOKeCTBO OOIIMHCKH aHCaMOIH 3a
MpHUBJIMYaHE Ha MyOJMKa, HO c€ KOHKYpHpaT U B cBoUTe Xopeorpadcku pemeHus (c. 40),
chueTaBailku OBJITapCKH HAPOJEH TaHI C XYA0KECTBEHA THMHACTHKA, MOJIEPEH TaHII U JIPYTH
TaHIIOBU CUMOHMO3H.

Bropa riaBa ,uma 3a 1en a NpPENCTaBH, aHAIM3UpPAa U YTOYHU TEPMUHHUTE IO
u3cneaBaHara npobnematuka“ (c. 44). JlucepranTkara ce cnupa BbpXY MpeXoa OT Xopomo
KbM HapoOHus mauy (TEPMHUH, BbBEJIEH MO-KbCHO B Hay4yHaTa JUTEpaTypa), BbPXY HAKOU
XapakTEepHU €JIEeMEHTH Ha OBJrapCKus HapOJEH TaHIl, KOUTO HaW-4eCcTO CE Cpeliar Mpu
MPETBOPSIBAHE HA CIIEHA, KaTO C€ aHaJM3UpAT TAHIIOBATA JIEKCHKA (ABUKEHUATA), BHHITHATA
¢dbopMa (IIPOCTPAHCTBEH PUCYHBK) M MeTpopurhMma. CrHenuasHo ce KOMEHTHpa IMOHSATHETO
TaHIl, JOKOJIKOTO MaHy®bm 3aMEHS TPaJAULUOHHOTO xopo. W Te3u pa3ChKACHHs ca J0cTa
MOJIE3HU OT TJIe[HAa TOYKA Ha TOBA, Y€ B 3aIlaTHOEBPOICICKaTa TPAJAUIIHS 0T OTIPEICTIECHUETO
maHy ce UMa TIPEABUI HAPOOeH MmaHy, a KOraTo Ce MpEeACTaBs Ha CIICHa, TOW MoTydaBa
HAaUMEHOBAHUE CYeHUUeH /XapaxkmepeH/ many WIN asmopcka xopeocpagus. Jlokato BbHB
donknopucTukara ce HaOIIOJaBaT ChBCEM PA3IMYHU MPOIECH — KaTO XOpo C€ Bh3NpHeMa

ABTCHTUYHHA HAYMH Ha TaHIYBAaHC Ha MCETAaHa, a KOraro TOBa XOpO CC IOAYMHSABA Ha

! Ancam6b1 ,,bearape” e ce3ganen or Xpucto Jumurpos Ha 1 oxromepu 2002 r. Toii e Xopeorpad, pexkucsop u
MIPOJYIIEHT Ha aBTOPCKUTE CIIEKTaKIM Ha aHcaMObia — ,,ToBa e bearapus (2003 r.), ,,beirapus npe3 BekoBere™
(2006 1.), ,,Anbena* (2007 r.), ,,Ocmoto uymo* (2016 r.).

2 Ancam6wn ,UnHapu® e cb3ganeH oT Acen Ilapnos npes 1993 r. CrekTakiy, U3NBIHABAHM OT aHCAaMObIa ca:
,Marusara Ha tarma“ (2008 r.), ,Kaprunaure Ha Mmaiicropa® (2012 r.), ,,Be3poxnencku paskasu®, ,bankancku
Tabop* u ,,bonapure Ha Tanma“ (2013 1.), ,,Muctiuaen pursm* (2017 1.) u gp.

3 [Mpes 2000 r. Hemka PoGeBa ch3nasa tpynara ,,Hemanbn Apt*. U3mbHABaHUTE CIIEKTAKIIM OT TPyIAara ca: ,,JlBa
cBsata“ (2000 r.), ,,Opucus™ (2002 r.), ,,['otoBu ym cre” (2004 r.), ,,Tpuntux* (2005 r.), ,,Apamuu‘ (2006 T.),
,bexanmu* (2007 r.), ,, Bugpuma“ (2008), , Kynowst™ (2009 1.), ,,Cmomenst™ (2010), ,,3a0paBenu’ (2011),
.Kapmen ot dakynrero” (2012 r.) n ,Mucrepusra EnpoBnen™ (2013 r.).

% ITo unes na Jlunmus Urnartosa ce cw3uasar criekrakiure ,,Opdeit u Espumuka“ (2002 r.) — xopeorpadus Jlnmm
Urnarosa u Acen IlaBnos, ,,Jlerennata (2006 r.) — xopeorpadus JInnu NUruatosa n Mpaiino MBanos.



CILICHUYHUTE HOPMHU, TO BeUe MOJy4yaBa HAUMEHOBAHHUETO MAaHY — TOECT Cliel] OTAalIeYaBaHETO
My OT OOPEIHOCTTa U MPEBPBIIAHETO My B CIIEHWYEH MPOayKT. IMEeHHO BBpXY TOBa TpsiOBa 1a
ce aKLIEHTHpA OIIe OBEYE B JUCEPTALIUATA.

Enun ot npuHOCHTE Ha IucepTalusaTa OTKPUBaM BbB (DOPMYJIMPAHETO HA pa3uyHsITa
MEXY XOpo, uepa, HapooeH maHy, hoIKIopeH maHy U 0COOEHO B HATJICAHOTO UM IIPEICTaBsSHE
B TaOJMMYKa, B KOSATO € M3BEJACHO KaK pa30HMpaT Te3W MOHATUS pa3indyHuTe aBTOpu — CTOSH
Jxymxes, bopuc Llones, Paitna Kanaposa, Anna Unuesa (c. 47, 52). Komentupar ce u 1pyru
JIBa TEPMUHA -,,aemenmuyer Goaxnop* (A3BOPEH) U ,,00pabomen goaxnop*. I3Bexaar ce asa
Mozena obpaboreH ¢onkiaop. Ilpum wbpBUS Momen obpabomen @ onaxkiop NTOMHUHHPA
(ONKIOPHUAT MHPBOU3TOYHHK, KOWTO CaMO Ce TMPUTaX/1a 3a CLeHa, JOKATO IPU BTOPHS MOJIEI
obpabomen honxnop xopeorpadbT Ha 6a3ara Ha POIKIOPHUS H3TOYHHUK MPABU CBOS aBTOPCKA
xopeorpadusi, A0CTa pa3nuyHa OT HAYalHUS BapUaHT, Makap U Jla ce CTpEMHU Ja 3ama3u
¢donkIIOpHUA IyX Ha Ipou3BeneHueTo. B crpanumm 55 u 56 gucepraHTKaTa MHOTO TOYHO €
W3BeJIa W TNPUYMHHUTE 3a Ta3u TpaHchopMamus, Karo OTHOBO B TaOJMYKa HArjegHO ce
MPEJCTABAT PA3IUKUTE MEXIYy (OJIKIOPEH U CHeHWYeH TaHll. KOMeHTHpar ce u el1eMeHTH Ha
TaHIa KaTO MAaHYo8 MOMU8, MAHYOB0 O8UdCEHUe, KIemKd, MAaHyosu Quaypu, npocmu u
CHIOJHCHU KOMOUHAYUU, MAHYOBO Npedodicerue, Gpasa, manyos nepuood, cexyus. Cuutam 3a
0c00eHO0 NMPHMHOCHW TE3M KOMEHTAapu, KOUTO ce Oa3uparT Ha (OPMYIHMPOBKH Ha BUIHU
M3CJIeIoBaTeM Ha OBITapcKusi (OJKIOp, HO Taka CHIIO W HAa pa3dOMpaHHATa HA CaMUs
auceptanT. ChIIOCTABKUTE OTHOBO ca M3BeAeHH B Tabnnuka (c. 73-74). 3a MeH BTOpa riiaBa €
Mo>ke Ou Hal-IIeHHOTO OT M3clieiBaHeTo Ha Bepka bokkoga.

B Tpera riiaBa Ha 6a3aTa Ha aHaJIM3UPAHU aBTOPCKHU XOpeorpadcku Mpou3BeACHUS B
JAHIIT ,®wmn Kyres“-Coduss u AHIIT ,Ilupun“-bnaroesrpan ce mpociensBa Kak
»oaxknopuuam many‘ ce MPOMEHS B ,.Xopeozpaghcko u3Kycmeo Ha (HOIKIOpHA OCHOBA .
Ananusupar ce 39 npousBeneHus, oT KouTo 19 ca nMBEpTUCMEHTHU TaHIM, 6 kKamepHU U 14
TEMaTUYHH TaHIM. TOBa BBTPEKAHPOBO pa3TPaHHUYCHHE € OCOOCHO TOIXOMAAIIO0 33 TOJOOHH
aHaJM3M, ThI KaTo TO MPaBH MO-sACHO ITFPBOHAYAITHOTO HaMepeHHe Ha xopeorpada, a oOT TaM
clenBaT W crnenuUKUTe HA aHaTW3upaHUTe TBOpOW. Taka craBa Mmo-BHAMMAa MpOMsHATA B
CTPYKTYpUPAHETO U TAHIIOBUTE MOXBATU MPHU aBTOPCKUTE XOpeorpadcku MpounTH, 6azupaHu
Ha (OJIKJIOpHA OCHOBA.

NMeHHO B T€3W aHANIM3M € Hall-CWJIHA JMCEpPTaHTKaTa. A YMEHHETO Ja OTJINYHM BbB
BCEKHM OT aHAIM3WPAHWTE TAHIM aBTOPCKUTE MPOMEHH IO OTHOIICHHWE Ha BpEMETpacHe,

MaKpO(bOpMa, MI/IKpO(I)OpMa, KOJIMYCCTBO H3IBJIHUTCIIU, XBATOBC, MY3UKAJICH CBIIPOBO,



Ch3/laBa €JHO PaBHOBECHUE U MOJPEIEHOCT, KOUTO ca OCOOEHO MOJIE3HU 3a TMTaHTCKUS MacHB
OT KOMEHTUPAHU MOCTaHOBKH (c. 87-191).

Hannarero Ha CHIOCTaBUTENHU TAONWIM MBK TMPAaBH BPH3KUTE MEKIY OTICITHHUTE
aHaJIU3UPaHu TBOPOH — Jusepmucmernmuu manyu (Tadbnuua Ha ¢. 131-133); kamepru manyosu
¢opmu (tabnuna Ha c. 148-149); memamuunu manyu (tTabmuua Ha c. 189-190). ITo-3HaunmMu
IPOMEHH HMMa B TEMAaTHYHUTE TaHIM, KbJACTO (OJIKIOPHUAT OOMYAll € NMPHUHYAEH Ja ce
cb0oOpa3siBa U C U3UCKBAHUATA 32 TeaTpaliHa JpaMaTyprus (€KCIO3ULUA-3aBPb3Ka-pa3BUTHE Ha
JeCTBUETO-KYIMUHAIUSA-PA3BPBH3Ka).

AHanu3upar ce MOCTaHOBKH Ha Xopeorpadu oT pa3iHuyHU [MOKOJIEHUS, a B IOCJIeHATa
[IO/IIJIaBa CE€ U3BEXKIAT U TEXHU TBOPYECKH IMOJIXOJM MPH IpepaboTBaHETO Ha (OJIKJIOPHUS
TaHI (00WYaif) B CLIEHUYEH TaHII, ,,[apHUPAHA* U C OTKBCHU OT MHTEPBIOTA HA JUCEPTAHTKATA,
MPOBEJICHU ChC CHOTBETHUS Xopeorpad, B KOUTO C€ MOTBBPXKAABAT HETOBUTE IIEJIEHACOUYCHU
HamepeHus. VHTepBroupanu ca u xopeorpadu OT MO-HOBUTE MOKoieHus — MBaiino MBaHoB,
Mapuo Eros, Xpucro Iumutpos, MiBan Togopos, Hecrop Hectepos, Aumutep Tones u ap.,
KaTo 3a BCEKH I10/1 YepTa ca MPEACTaBeHU U KpaTku Ouorpaduunu naHHu. CBOM CIIOMEHH 3a
MIOCTAHOBKHUTE Pa3Ka3BaT U ChPATHUIIM Ha Xopeorpadure oT mo-paHHUTE MOKoJeHUs. Taka
CTaBaT MO-BUAMMH pa3iHuusATa B HaMepeHHusATa Ha XxopeorpaduTe IO OTHOIIEHHWE Ha
MY3HKaJIeH ChIIPOBO/I, ClIeHu4Ha (opMa, (hpasupoBKa, akcecoapr. Upes TsX Ja ce ChIOCTaBsIT
KOHLENIMHN B U3rPa)<IaHeTO Ha cleHn4eH TaHll. Ctura ce 1o u3Boja (B Kpasl Ha TpeTa Iiasa),
4e ,,Bcexu euH OT aHATM3UpaHUTE TBOPLIM MMa PA3IUYHH BIDKIAHUS U TIOJXO/I, peallu3upaHu
B TBOPYECTBOTO MY. T€ 3aBHCSIT KakTO OT JIMYHOCTHUTE UM KauecTBa W YMEHHS, Taka U OT
HarjlacuTe UM U BB3NPUITHETO HA OKOJIHATA COLMO-KYJITYpHa cpela U ernoxara, B KOSTO
TBOPST, OTYNTAUKHU M BHHIIHUTE BIUSHUA (C. 215).

B 3akaoyeHuero qokTOpaHTKaTa M30UCTps Te3ara cH, 4e ,,C MOCTaBIHETO Ha TaHIlA
Ha CIIeHa 3a1I0YBa HeroBaTa TpaHc(opmalus He caMo KaTo BUJI M HOCUTEN Ha MHGopMaIus, HO
u karo ¢popMma u merpoputmuka‘“ (c. 217); ,,HabnronaBa ce TeHAEHIIMA Ha OT/ajeyaBaHe Ha
XyJO’KeCTBEHaTa MPOAYKLIHS Ha aHcaMOJIMTe OT TPaJAULMOHHHS OOpas3el] U Ha HEroBOTO
00paboTeHO MpeJCTaBIHE Ha ClieHaTa, KaTo C€ TBPCAT IMO-TOJIEMU BB3MOKHOCTH Ha
XyJI0’)KECTBEHU M3pa3HU CPEJCTBA MO 3aKOHUTE Ha CIEHWYHaTa uHTepnperauus™ (c. 218);
,» I pancopManyaTa Ha TaHI[OBUS €3UK HE € €IHOKPATHO JEHCTBHE U MOMEHTEH TBOPYECKHU
nopuB Ha xopeorpada. ToBa e mporec, KOUTO ce € Ciiy4Ball OT APEBHOCTTA, MPOJbIIKaBa U
JTHEC, OCHOBHO TIPe3 aBTOPCKU XOpeorpadCKy pelIeHHs U BEPOSITHO 1€ TPOABIIKY U B ObJeIIE.

Tozu nepuoa Ha npeo6pasyBaHe 0Tpa3sdBa KAKTO CONUAIHUTC OTHOUICHUSA, TdKa U 6I/ITa,



ernoxara B KOWUTO uBee W TBopu aBTOPBT® (c. 219). Te3u tBBpaeHuss Bepka boxkkora

YGGI[I/ITG.HHO AOKa3Ba B aHAJIM3UPAHHUA TCKCT.

0O060011eHUs

Cuuram ue nucepranusara Ha Bepka bokkoBa € cTOIHOCTHA U C IPUHOCH B U3Y4aBaHETO
Ha OByrapckara gonkinopuctiuka. OcoOeHO MPUHOCHU HAMUPaM Pa3ChKICHUATA 3a MPEXoja OT
TPAaJUIIMOHHOTO XOPO KbM MPUETHS Bede KaTo GOPMYIMPOBKA — OBIATapCKH HApOJEH TaHIl U
crieHn4YHara My Bepcus. [IpuHOCHU ca 1 MHOTOOPOMHHTE aHAIN3H HAa CLIEHUYHU TPOU3BEACHUS
Ha (OJIKIIOpHA OCHOBA.

XapecBa MU Kak ciell Bcika IjaBa uma 00oOmeHus-uzBoau. Ilo3npassiBam
JYCepTaHTKaTa U 3a TOBa, Y€ B HAYAJIOTO Ha BCsAKA IJ1aBU IPaBU TEPMUHOJIOTUYHHU YTOUHEHUS
U KoM e mucain 3a ToBa. ToBa 3HaUMTENHO 00J€KYaBa yYBOJHATA YacCT, KbJETO CE€ KOMEHTUPAT
caMoO ISUIOCTHUTE M3CIIE/IBaHUS, CBbP3aHM C HApOAHMS TaHI. XapecBaM U HalpaBEeHHUTE
po¢eCHOHAIHU aHAIH3H.

Hckam n1a mo3apaBsd U HayuyHUs pbKoBoauTen — npod. Hukonail 1{BeTkoB, 3a Koroto
TOBA € ITbpBaTa JUCEepTalus, peaIu3upaHa Mo/l HEroBO pPbKOBOJICTBO.

Ho nmaM u BBIpoOC — Ha KaKbB NpUHIUN bokkoBa n3unCIiABa B IPOLUEHTH IPOMEHUTE
crpsaMo (GOJIKIOPHUS U3TOYHUK???

ITo Temara Ha muceprauusara Bepka BoxkoBa mma myOiauKyBaHu 3 ¢TATHMHM, KOUTO
0Tpa3saBaT PparMeHTH OT JUCEPTALMOHHMS TPy . [IBe oT TsX ca myOsnnkyBanu B Ckonue U eiHa
— B YHHMBEPCUTETCKO U3aTencTso ,,Cs. Knument Oxpuacku‘‘-Codus:

e boxkoBa, Bepka 2020: AcniekTy Ha Bb3HUKBaHE, (popMHpaHe U pa3BUTHE Ha
TEPMUHOJIOTHATa Ha Obarapckara HapojgHa xopeorpagus. — B: COopHHK
noknaau o  HayuHo-mpakTuuecka KoHgepeHIMs, mocBereHa Ha 80-
TOJUIIHUHATA OT POKAEHUETO Ha npod. n-p ['eopru buxkos — O6pa3oBanue u
u3kyctBa: Tpaauuuu u nepcrnektuBd. Codusi: YHUBEPCUTETCKO U3JATENICTBO
,»CB. KimmenT Oxpuacku®, c. 788-795.

e boxkoBa, Bepka 2020: TanmoBusT (oikiaop oT Hadagoro Ha XX BeK J0

chopmupaHero Ha nOpodecuoHaTHUTE (QONKIOpHUM aHcamOmu. — B:
KNOWLEDGE - International Journal Scientific Papers Vol. 43 Ne 6, Skopje,
c. 1349-1354.

e boxkoBa, Bepka 2021: TBOpuYecKH MOCOKU MPH CICHUYHOTO aJalTHpaHE Ha
donkaopaute Tauou odpasiu. — B: KNOWLEDGE - International Journal
Scientific Papers Vol. 45 Ne 6, Skopje, ¢. 1385-1390.



ABTOpedepaThT 0TrOBaps Ha TEKCTa Ha JMCEpPTALUATa, KaTO B CbKPATEH BapHaHT M3BEX]a

BAXHUTC MYHKTOBC OT U3CJICABAHCTO.

IIpenBua ropeus/iokeHUTe NPHHOCHM HA JUCEPTAIMOHHHMS TPYA, MpeljaraMm Ha
MHOTI'0YBaKaeMOTO KypHu Aa npuchbiu Ha Bepka flneBa bo:xkxkoBa oOpa3oBarejsHaTa u

HAy4Ha CTeleH ,,/lokTop®, 3a KoeTo a3 y0e1eHO 11e IJ1acyBaMm.

[Tpod.n.u3k. Anenus SIneBa

10.10.2021

bnaroesrpan



REVIEW
Regarding the dissertation work of Verka Yaneva Bozhkova

,, Transformation of the dance language — from Bulgarian folklore to the stage art on folklore
basis*

From Prof. Anelia Dimitrova Yaneva, D.A.

South-West University “Neofit Rilski”, Blagoevgrad

Verka Yaneva Bozhkova graduated as a dancer at NUTI in 1999 and most of her
professional development is related to Blagoevgrad and South-West University ,,Neofit Rilski*
— with bachelor’s degree, subject ,,Choreography” at the Department of Choreography (2004),
and master’s program ,,Theory and critique of choreographic art” in 2018. In parallel with this
she dances in NEFSD ,,Pirin”, Blagoevgrad (1999-2002), and since 2002 she has been a ballet
master of the ,,Bulgare” Ensemble, Sofia.

Verka Bozhkova continues her research work as a PhD student in full-time education at
the Department of Choreography, program ,,Choreography®, with scientific advisor Prof.
Nikolay Tsvetkov. She is also a lecturer in ,,Bulgarian Folk Dances®, ,,Bulgarian Exercises®,
,,Choreographic Composition®, ,,Processing of Bulgarian Folk Dances in the Department of
Choreography.

Her dissertation with a topic of the study "Transformation of the dance language - from
Bulgarian folklore to the stage art on folklore basis" is in a total volume of 233 pages, formed
in three chapters, an introduction and conclusion. The literature used includes 132 information
sources - 120 books and articles in Bulgarian and 12 interviews with famous Bulgarian
choreographers.

The PhD student’s intentions are to study how the Bulgarian folk dance changes after it
is presented on stage and is affected by professional choreographers, thus professionalizing it
and turning it into a stage version of the Bulgarian folk dance - "The purpose of this dissertation
research is to summarize how the individual creative interference changes the dance language
in stage art, after considering and analyzing a part of the Bulgarian dance folklore” (p. 6 of the
dissertation).

The first chapter is a historical overview of the transition from the Bulgarian chain
dance/Bulgarian folk dance (maintained on the square) to the subsequent stage processing with
the establishment of ensembles for folk songs and dances. The "journey” from the traditional

Bulgarian dance to the stage dance on folklore basis also focuses on the influences of the



Russian model, transferred to our country by Bulgarian choreographers, specialized
professionally in Russia. The three stages of the Bulgarian folk dance separation are well
differentiated - through what have been learned from the grandmothers and mothers (first
stage), to the amateur art activities and the professional ensembles for songs and dances, which
become “an example to be imitated from the amateur” (p. 33) - second stage; up to the
establishment of “secondary and higher schools, which have the task of preparing skilled
specialists for the ensembles” (p. 33) - in the third stage, where the separation is even more
noticeable. The transition between amateur art activities - state ensembles - private ensembles
is considered in detail, with special emphasis on the differences between state professional
ensembles and private ones that arose after 1989 - "Bulgare” Ensemble, "Chinari" Ensemble,
Neshka Robeva Troupe, Lilia Ignatova and others. Consideration is also focused on the series
of books entitled "Dance Amateur” (1957), which for a certain period of time are the main
source of knowledge about the searched folk dances and materials to help the directors of
particular dance groups. According to the PhD student, "...private professional ensembles not
only compete with the only state ensemble - "Philip Koutev "and many municipal ensembles to
attract a following, but also compete in their own choreographic decisions” (p. 40), combining

Bulgarian folk dance with eurhythmics, modern dance and other dance symbioses.

The second chapter "aims to present, analyze and specify the terms on the studied
issues" (p. 44). The PhD student holds her attention on the transition from the chain dance to
folk dance (a term, introduced later in the scientific literature), on some typical elements of the
Bulgarian folk dance, which are most common in the transformation of the stage, analyzing the
dance vocabulary (movements) , the external form (spatial drawing) and the metrorhythm.
There are special comments upon the concept of dance, as far as dance replaces the traditional
chain dance. And these considerations are quite useful in terms of the fact that in the Western
European tradition, the definition of dance means folk dance, and when performed on stage, it
is named stage/characteristic dance or author's choreography. While in science of folklore
there are completely different processes - as a chain dance is adopted the authentic way of
dancing on the square, and when this dance obeys the stage norms, it already receives the name

dance - that is, after moving away from rites and becoming a stage product.
This is what should be emphasized even more in the dissertation.

| find one of the contributions of the dissertation in the formulation of the differences
between chain dance, dance, folk dance, traditional dance and especially in their visual
presentation in a table, which shows how the different authors understand these concepts -
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Stoyan Dzhudzhev, Boris Tsonev, Raina Katsarova, Anna llieva (p. 47, 52). There are also
comments on two other terms - "authentic folklore” (original) and "processed folklore”. Two
models of processed folklore are drawn. The first model of processed folklore is dominated by
the folklore source, which only adapts to the stage, while the second model of processed
folklore the choreographer based on the folklore source makes his own choreography, quite
different from the original model, although he seeks to preserve the folklore spirit of the work.
In pages 55 and 56 the PhD student stated the reasons for this transformation very precisely and
again in a table the differences between folk and stage dance are clearly presented. Elements of
the dance are also commented on, such as a dance motif, dance movement, cell, dance figures,
simple and complex combinations, dance suggestion, phrase, dance period, section. | consider
these comments to be particularly contributing, which are based on the formulations of
prominent researchers of Bulgarian folklore, but also on the concepts of the doctoral student
herself. The comparisons are again presented in a table (p. 73-74). For me, the second chapter

is perhaps the most valuable of the research of Verka Bozhkova.

In the third chapter on the basis of analyzed author's choreographic works in NEFSD
"Philip Koutev" - Sofia and EFSD "Pirin" - Blagoevgrad it is studied how "folk dance™ changes
into "choreographic art on a folklore basis". 39 works are analyzed, of which 19 are
divertissement dances, 6 chamber dances and 14 thematic dances. This inner-genre distinction
is especially expedient for such analyzes, as it makes clearer the original intention of the
choreographer, and at this point follows the specifics of the analyzed works. This makes the
change in the structuring and dance techniques more evident in the author's choreographic
readings based on folklore.

It is in these analyzes that the PhD student is best at. And the ability to distinguish in
each of the analyzed dances the author's changes in terms of duration, macroform, microform,
number of performers, grips, musical accompaniment, creates a balance and order, which are

especially useful for the giant array of productions that are commented (p. 87-191).

The presence of comparative tables makes the connections between the separate
analyzed works - divertissement dances (table on p. 131-133); chamber dance forms (table on
p. 148-149); thematic dances (table on p. 189-190). There are more significant changes in the
thematic dances, where the traditional ritual is forced to comply with the requirements for
theatrical dramaturgy (exposition-inception of the action-development of the action-

culmination-denouement).



Productions of choreographers from different generations are analyzed, and in the last
subchapter their creative approaches in the processing of folk dance (ritual) into stage dance
are presented, "garnished" with excerpts from the doctoral student's interviews conducted with
the respective choreographer, in which his purposeful intentions are confirmed. Choreographers
from the newer generations were also interviewed - lvaylo Ivanov, Mario Egov, Hristo
Dimitrov, Ivan Todorov, Nestor Nesterov, Dimitar Tonev, etc., and brief biographical data were
presented for each under line. Colleagues of choreographers from earlier generations also share
their memories of the performances. This makes more visible the differences in the intentions
of the choreographers in terms of musical accompaniment, stage form, phrasing, accessories.
Through them to compare concepts in the construction of stage dance. It is concluded (at the
end of the third chapter) that “Each of the analyzed artists has different views and approaches,
realized in his work. They depend on their personal qualities and skills, as well as on their
attitudes and perceptions of the surrounding socio-cultural environment and the epoch in which

they create, taking under consideration also the external influences” (p. 215).

In the Conclusion, the doctoral student clarifies her thesis that "With the dance
performance on the stage, its transformation begins not only as a type and herald of information,
but also as a form and metrorhythmics™ (p. 217); "There is a tendency the ensemble production
of art to recede from the traditional pattern and its processed performance on the stage, looking
for greater opportunities for artistic means of expression according to the laws of stage
interpretation™ (p. 218); "The transformation of the dance language is not a one-time action and
a momentary creative impulse of the choreographer. This is a process that has happened since
antiquity, continues today, mainly through author's choreographic decisions and will probably
continue in the future. This period of transformation reflects both the social relations and the
way of life in which the author lives and works” (p. 219). Verka Bozhkova convincingly proves

these statements in the analyzed text.
Conclusions

I believe that Verka Bozhkova's dissertation work is valuable and with contributions to
the study of Bulgarian folklore. I find especially reflective the contentions on the transition
from the traditional chain dance to the already accepted as a formulation - Bulgarian folk dance
and its stage version. The numerous analyzes of stage works based on folklore are also

contributing.
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I like how there are summaries after each chapter. | also congratulate the PhD student
for making terminological clarifications at the beginning of each chapter and who wrote about
it. This greatly lighten the introduction part, where only the comprehensive research related to
folk dance is commented. | also like the professional analyzes made.

I would also like to congratulate the scientific adviser - Prof. Nikolay Tsvetkov, for
whom this is the first dissertation, realized under his guidance.

But I also have a question - on what principle does Bozhkova calculate the changes in
percentages compared to the folklore source???

On the topic of the dissertation Verka Bozhkova has published 3 articles that reflect
fragments of the dissertation work. Two of them were published in Skopje and one - in the
University Publishing House "St. Kliment Ohridski”-Sofia:

e Bozhkova, Verka 2020: Aspects of origin, formation and development of the
terminology of Bulgarian folk choreography. - In: Proceedings of the Scientific-
Practical Conference Dedicated to the 80th Anniversary of the Birth of Prof. Dr.
Georgi Bizhkov - Education and Arts: Traditions and Perspectives. Sofia:
University Publishing House "St. Kliment Ohridski ”, p. 788-795.

e Bozhkova, Verka 2020: Dance folklore from the beginning of the XX century
to the formation of professional folklore ensembles. - In: KNOWLEDGE -
International Journal Scientific Papers Vol. 43 Ne 6, Skopje, p. 1349-1354,

e Bozhkova, Verka 2021: Creative directions in stage adaptation of the traditional
dance patterns. - In: KNOWLEDGE - International Journal Scientific Papers
Vol. 45 Ne 6, Skopje, p. 1385-1390.

The abstract corresponds to the text of the dissertation, summarizing the important

points of the study.

According to the above contributions of the dissertation, 1 recommend to the
esteemed jury to award Verka Yaneva Bozhkova the educational and scientific degree

"Doctor"*, for which 1 will vote with conviction.

Prof. Anelia Yaneva, D.A.

October 10, 2021
Blagoevgrad
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