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S0, WHAT DOES CULTURAL IDENTITY MEAN?
Lyuben Botusharov

The paper considers the devaluated today concept of identity, respectively
cultural identity in relation to some errors made in its use, respectively the limits
of its use. A particular attention is paid to the cultural identity of the community.

Self-determination is not just placing a label, identification involves compa-
ring units no matter how complex they are. The identical, which concerns units
of the same order, is often mixed with the peculiar, which (according to Hegel)
is understood in the dialectic of the unique and the common.

The interrelation between the psychic and the social allows the adoption of a
mechanism of forming the identity of culture, similar to the process of
identification in the individual, located (according to E.Erikson) in the character
of the individual as well as in the essence of his'her community culture: a complex
reflection of self-evaluation in comparison with the assessment of the others
and vice versa. This by necessity mostly unconscious process with the individual,
in respect to culture could be called spontaneous.

The problems of revealing the cultural identity are also based on the
rationalization of the concept of culture. A cyber-informational understanding
of culture as management is presented, which — along with the activity model -
includes the value system of describing the aim as well. Identification means
the choice of the adaptation model. The management of creating <the second
nature> is essential i.e. the formation of man, respectively the community, which
imposes the distinction between community and society {according to
F.Toennies), respectively culture and civilization.

The role of music as a constructor of identity is considered: a characteristic
feature of music is suggestion as a specific factor of human communication.

Two examples are being commented on: 1) A competition poster as
interference of <Bulgarian> (= the national as homogeneous culture — according
to F.Gellner) and <Americanization> as <patchwork> of identities in late
modernity (= the civilizational). 2) a sound example (urban folklore) as a parody
of the Gypsy (=Bulgarian) and a complex interaction between the ethnic and
political identity.



“ACQUIRING A BLISSFUL RHYTHM IN THE SOUL..."
{The Psalmody in Slavic Balkan Church Chanting during the Middle Ages)
Elfena Toncheva
(Summary)

A hypothesis is formulated that during the penetration of Christianity among
the Slavs on the Balkans (Bulgaria was officially converted to Christianity in
the IX century) the church singing practice, based on an early type of strophic
psalmody - “echos singing” type (L.5chkolnik), was adopted. Its composition
system is based on a limited number of melody patterns and typified melodic
motifs — formulae, subordinated to simple principles of organizing. This singing,
practiced in Byzantium until about the middle of VII ¢., was not idiomelon, but
it had means of individualizing the melody to a certain extent in accordance
with the structural and meaningful characteristics of the text. At the same time
it was easy enough to leamn and reproduce orally. The hypothesis arguments are
based on comparative study of Slav language Balkan singing: notated with Theta
notation Sticheron Idiomelon for Good Friday “Tebe odeushchagosya™ (5* echos)
in Argirov Triodion ofthe X1 ¢., Stichera Prosomoia for Virgin Mary’s holidays
{1* echos), written down in Late Byzantine notation in the so called Zhegligovska
anthology of the XV c. The chants are compared with parallel in text melodies,
notated in the XVII-XVIII ¢. in Ukraine and Byelorussia with the Kiev square
five-staff notation - these are melodies from a repertory permanently linked
with the ethnonym “Bulgarian™ - “Bolgarskij napel”, “Bolgarskil rospev™,
“Bolgarskoe penie starodavnoe”. The discovered melody-composition simila-
rities allow the suggestion that this repertory of “Bolgarskii rospev”, which in
the second half of the XVII ¢. migrated to Russia, is the described Balkan in
origin Slav-language singing, which preserved its closeness to the early Christian
psalmody. In the end, an idea is suggested that this type of psalmodic singing,
preserved in the early Balkan church singing in Slav languages, is accomplished
on the basis of free choice of the ethnos (Slav, Bulgarian?), on the basis of its
specific mental tuning — as a particularly humble chanted prayer, a choice which
can be taken as a marker of the Slav Balkan and respectively Bulgarian spiritual
and cultural identity.



LOOKING FOR THE CULTURAL IDENTITY OF THE
MEDEVAL BULGARIAN CHURCH MUSIC
{To the formulation of the problem)
Sverfana Kujumdzieva
{Summary)

The following questions are posed in the article: could we speak about the
cultural identity of the medieval Bulgarian music? [f we could, where and how
should we look for it? How should we distinguish the Bulgarian music from
this one of the other Balkan orthodox countries whose paths of development
are closely crassed? How should we define the specifie “Bulgarian®™ in medieval
Balkan orthodox music?

It is clear that questions like these do not have a simple answer. First, it is
necessary 1o know what is the character of the Orthodox. music like, its meaning
in the context of the whole Orthodox culture of which it is only a part, and
second, 1t 15 necessary to know the creative process of the medieval musician,
his or her system of values; what he or she believed in and what he or she
stived at. The questioh about the cultural identity of the Bulganan church music
is a complex guestion which suggests a thorough study of musical sources: the
peculiarity of the palacography, the selection and preference of musical repertory
included, the musical language of the pieces, and the author’s predilections.
The study of all of this will allow us to reveal the specific features of a given
source, seriptorium, author, region and cven of a separate country.

BAJIKAHCKH IBETHHIA, OTOMAHCKH OPEHTH H
MOMYTAPHATA MY3IHKA B CTPAHHTE KAHJAHJIAT-UJIEHKH
HA EBPONEACKNA ChH)3: CPABHHTETHO NPOYYBAHE
dona A. Bwxaicsn
[Peyose)

[Ipes 1973 roansa Orarapekata emorpadxa Pafina Kanaposa myGamnkyna
CTATHA, KOATO JOKYMEHTHPA HULTHMNTCIHO MIHPOXOTO PAMIPOCTPAHCHHE HA
OTOMAHCKATA TYpeKa necen o sarnannc “Uskidara gider iken™ 8 Maxenowms,
bunarapua, AnGanma, Cupbna w CBpums B Kpas Ha JEBCTHAISCCTH B HAYANOTO
Ha ampanecetd pek. Ha pasawdamuTe reorpadrcki MEcTa MYIHKAHTHTE npepa-
GOTBATH mecciiTa, 33 13 JANOBOART MCCTHHTE CCTCTHHOCKH pasdupaMus, Karo
NECTO JAMECTITH OPHIHHATHHA TCKCT € TOIH HA MECTHOTO Hapeune. Brnpexn
we Kanaposa nocousa nogpebHOCTH OTHOCHO  MATPAIMATE” Wi NECEHTA o
NCAHOTO NMPHIRIAKRLHC OT MACTO HA MACTO, TH HE OOCKAA HEIPOCA TR0 TAIH
NECEl ¢ CICYETHAa TAKARY NOTVIRPHOCT Cpe pznnt‘ml'rpa‘ma ||:,.ﬁ.l|m:.u, KAKHO
MOMAT 13 OIHIMABIT CTIIHCTHYMHHTE NPOMCHH B HEN, HAIPABCHH OT PAVTHYHHTE
O0MHOCTH, WA MEX NO-IIHPOKHE FROPOC 12 RIHAHKETO Ha HefinoTo paanpo-
CTPAHEHHE BLPXY NOKATHOTO, HAIHOHLTHOTO, PEFHORATHOTO HAM TPaHCpe-
FHOHATHOTO MYBCTRO 33 HICHTHHHOCT,



Hanomisafixe cepus OT ChEPEMEHHH JAMHCH H MYIHKATHH aHATHIN, a3
TPEPAITIENAX W OCHBPEMEHHX JuHauTe Ha Kauaposa ¢ me Aa H3cneanaM Tein
W APYTH WRIPOCH. B MEpRATA NONOBHNA HA HATOMEHHETO HACOMBAM BHHMAHHCTO
KBM TOBA KAk cnenddpHYHN MYIHKANHH 0coBCHOCTH, KATO HANPHMED
HHCTPYMCHTANHIANHA, PHTHM, METPYM, BOKANHO MPEICTABAHC H TEMMO,
XApAKTCPUIMPAT Besko Wimwmenne ra “Uskiidara”, cenpiano ¢ onpenencs
Hapoa, neproa u Macto, Jlokare muorobpofiniTe pasandHl CTHIORE,
MpeACTARAHH OT TEIH HIMLAHEHASE, CEHACTENCTRAT 34 VIHBHTCITHOTO KYITYPHO
H ¢THHYSCKD pasHoobpazHe na bankanure, NOMYyMAPHIANNAATA HA €104 NEcen
HA TOMKORA MHOIO MECTa, PasnoomeHH b reorpadoxa IH30CT, PRIKPHBA CLINO
H €Ha YCTAHOBEHA MPEHA 33 KYITYPEH H MYIHKLIEH o0MeH.

Moes 11 TOTABA 1A rOBOPHM 34 PEronaTHe SaKanCKo 3y acHe”

BLa STOpara SacT Ha HLI0OKCHHETO COCHRIAM IHINCHICTO HA TO3H N0-PalcH
obmen 3 pasbupanero wa ceybpesennaTa SaTKAHCKA NOMYIAPHA KYITYPa B
KOHTCKCT Ha MPEACTORILOTO NPHCHEARHABanE KbM Esponciickua cnoa, Moata
TC14 €, MC CREPEMCHHHTC PCIHOHATHA ETHOMON TCHACHIHH, KOHTO ChHCTARAT
MY3HEATHM XapakTepacTaks or Cpennns Hatox, bankanure u Eapo-AMeprka
H %ECTO NpepaboTRaT METOIINTE B NOAEMO panooipaine Ha MECTHH BAPHANTH,
MOWe 13 CHKHBAT KM A CLYIANAT OTHOBO MEHRUIYPCTHOHATHH MYINKATHH
BPLIKH, MPEELCHATH MOBLYE HIH NO-MAIKO 0T COUHANHCTHISCKATA MIOIHTHEA.
Hakpas npass npeanonoxeHHeTo, Y eXJEKTHYHATA TPAACKA MOMYASpHA
EYITYpa, KOATO € Pe3yiITaT OT TAKOBA BlamMoaeficTaHE H B JBATA MEpHOJA, €
BEPONTHO [PHIHAK HA BRIHHKBANIO YYBCTBO 38 GANKAHCKH DCrHOHATHIBM,
PAIMOMOMEHO, KAKTO H CAMHTE TepHTOPIH, MexTy CpennzemMuo Mope H 3anaaHa
Espona.

METPYMET KATO BEJIET HA ETHOHAITHOHATHA
HAEHTHYHOCT? METPHYHO NPOTHBOPEYHE, ©OIKJIOFHH
NECEHHH BAPHAHTH H MPEJICTABAHETO HA BAJIKAHCKH
KVITYPHH HIEHTHYHOCTH
Kapen A. Humwpe

(Pearome)

Muensero Ha GHBIIHTE WOrOCIABCKN (BEMYHTENHO MAKEIOHCKH)
ETHOMYSHKOMO3H W OMKIIOPHCTH OTHOCHO MPOMIXOIA HA CTIOWHUA METPOPHTEM
B MAKCAOHCKETA W OBATAPCKATE HAPOIHA MYIHEA & PAVTHYARA PAIKD OT TOBS
Ha GrarapckuTe MM xonerd. Te HANPHMEP HE CHOJENAT MHEHHETO HA
GLATAPCKATE CH KOIETH, KOHTO BAPBAT, U¢ HAMHYHETO HA CINOWEH METPYM B
ORIrapcKaTa MysHEa NpemecTsa OTOMAHCKHA KOHTAKT. Bonpess 4e ¢ Manko
BEPOATHO TEIH PATTHUMA Ja DLIAT HAKOrA HIMMAAEHH, TE 3ACTYKARAT HAINETO
BHHMAHHE, Thil KATO TCXHHTE OCHOBANHA €A BEPOATHO [0 HIBCCTHA CTENEH
waeonorudeckn u pedestupar Gopbara mewiy Buwirapus 1 Coplua 32
MakeToHHA H BICHTHYHOCTTA HA MAKETOHIIHTE.



B macroamworo HICHEABANE BLBCHIAM HAKOH NpoGneMH, CpCllanm o1
PannmnTe CLOMPAYM M YYCHH NPH HOTHPAHCTO HA METPOPHTMMYMHHTE
0CoBEHOCTH HE MAKCIOHCKNTE M ORITAPCKHTE HAPOANH MECHM H NPOTHRD-
PCUMATA OTHOCHD HATHYHCTO MAK THICATA HA (PCUIKH B HOTHPANETO, KIT0
HICOMRAM ANHMAHHETO KL KORGIHKTHE MueHud no swopoca bauapoooio
CTaHOBMING, W3paIeno OF Jlobpu XpucTos, raacn, ¢ pannuTe ChhMpam we ¢
HMATH ZOCTATLYEO ONMT, HeoDNOAMM 33 HOTHPANCTO Ha TCIH NCCHH H B
CPABNEINe ¢ APVIHTE CAABAHCKH HAPOIH camo GrarapuTe (KoUTo W XpecTon
BEANMBAT H MAKCIOHIMTE ) ¢a cnocobnn A3 i cxpanar. CprubokoTo cranonmue,
wipaseno o1 Jhobuna u Janwua Ankosny apey 1952 renpan, we npeolaags-
BAMIMAT CROKSH METPYM B OMOCIABSKATA (BAITHMHTEIHO MAKCAOHEKATE)
HAPOIHA MYIHKS © CROPOLING IRICHRE — NOREHID OF N0-KBCHD OTENTEOTD B
MYIHKATA HA CHOCIHA BRITADHA — H © PEIVATAT OT MINLAHHTCICKH IPEUTKH B
BIHEHHETO HA  OPHCHTAICKATA (T.¢. TYPCKA H IHMANCEA] MY IHEL,

B s iome HHEeTO CH PAtricHJIan FLIMORHOCTTE 10 HANBAHHTENCKH [PCIKE
B Cpanienne © FRIMOMIOCTTA 1 METPHYHD FLOKMBOCT, KaTO JOMVOKOM, MC i
JABCTC FhIIMOKHOCTH MOET Q3 JOBEIIT [0 ELLLIEETI-}I'“HL“IH HAa HﬂpHHHH
DCCCHNM sapianTy. Taxusa BAPHAHTH CC CPCINAT MOKTY peamia Gaixancxs
HAPOIM H OMHTET A3 €€ YCTAMOBH OPHIHHATLT, 3 JHAYH — H CTHM'ICCKHAT
MPOMINGT HA JAACHA MeCeH (BRTOYHTENHD KOH MCTPYMH C3 MCCTHH H KOR
TyRAR) - ¢ Tenpae npodnesarHach. B aaon coayvad, KOrarto opHrHLmaTa
BCPCHA A JTASEHA NECEH € WIBSCTHA, ChINECTEYBAHETO Ha IHPOKD PEiNpocTpa-
HCHH BAPHANTH, KOHTO MAIKO ©F PAITHYABAT B MYIMKAIHO OTHOWICHHE,
NPEINOIATA, ¢ OT IRFICHHE ¢ HE CAMO MAKCIOHCKHTE H DRATAPCKNTE CTHOHS-
UMOMATMHN WILTH PErHOMATHN WICHTHYHOCTH M TewnmKTe nesuy. B raxmss
cayvan TpaGBa 18 ¢ HMAT MPEIN B No-MAPoXHTe Satxanckn i epponefcxn
COMMOKYTTYPHH HACHTHYHOCTH, KOMTO YYACTRIT B CHLIABAHCTO MM,

BALKAN GROOVE: POSTETHNIC REFLECTIONS
ON DISTANT MUSIC AND THE DESIRED OTHER
Claire Levy
(Summary)

“By being geographically inextricable from Europe, yet culturally constructed
as “the other” within, the Balkans have been able to absorb conveniently a number
of externalized political, ideological, and cultural frustrations stemming from
tensions and contradictions inherent to the regions and socictics outside the
Balkans” (Todorova 1997: 188). Following such reflections which point to the
ideological reasons for negative attitudes towards Balkan music, often concep-
tualized as the non-desired other at home, within the national discourse of
Bulgaria and within the Balkans in general, this paper develops the discussion
further to focus on the interior dynamics within the Western discourse itself.



More particularly, it focuses on Balkan music in non-Balkan contexts, performed
and seen, unlike its predominant qualifications at home, as the desired other.
Observing western pop groups who embrace Balkan music vocabulary as a
source of cultural identity, the discussion draws attention to a possible cultural
“insufficiency”™ which may feed the westemn interest to distant others including
the one embodied in the music of the Balkans. Taking the example of several
cover versions of “Krivo Sadovsko”, functioning in different western contexts,
it is argued that the Balkan groove — that is, the particular meter and rhythmic
asymmetry, observed all over the Balkans and hinting particular unevenness
not only in music but in lifestyles as well, = may be further analyzed as one of
the qualities which attracts and challenges Western audiences. Unde:sl.andilng
cultural identity as a dynamie dialogical process and not as a frozen reproductive
category, it is angued as well that late modernity questions essentialisms in general
and that within the Westem discourse itself new paradigms emerge - ones which
sromote postethnic perspectives in identitics through music, pluralistic vicws
and non-centric ideas capable 1o take free-of-biases approaches in concep-
tualizing and appreciating Western Others” culwral values.

POLYPHONIC CHANTING AND CULTURAL IDENTITY
DURING THE BULGARIAN NATIONAL REVIVAL
Stefan Harkov
(Summary)

During the period of Bulgarian National Revival (XVITI-XTX ¢.) the issue of
gur cultural identity became particularly topical. Still in the early XIX e.
Bulgarian chant repertory was created in the Rila Monastery, which strengthened
the medieval identification of Bulgarians as part of the Byzantine-Slav spiritual
community. However, after the middle of the XIX c. considerable changes
occurred in the Bulgarian society. The contacts with Central and Westem Europe
joined the Bulgarians to the achievements of modern European bourgeois
civilization. The aspiration to create an independent Bulgarian Orthodox Church,
free from the rule of the Istanbul Patriarchate, made certain Bulgarian intellectuals
and enlighteners propose the replacement of the medieval Byzantine-Slav
chanting in the Bulgarian churches with the polyphonic singing in the spirit of
the Russian church tradition.

The present work studies the views of three Bulgarian enlighteners from the
Bulgarian National Revival who wrote on this problem while being outside
Bulgaria — Meletii Zoprafski from St. Peterburg, Dobri Voinikov from Bucharest
and Nesho Bonchev from Moescow. Within a decade they and their disciples
succeeded to introduce polyphonic chanting in Bulgarian churches where it has
sounded up to now, alongside with the medieval monody. Thus they affirmed a
new cultural identity whose roots lig in the old Byzantine-Slav traditions but its
new manifestations are European-oriented.



XOPOBATA UBPKOBHA MYIHKA B ChPEHA INTPE/H 1914
H HEHHMAT COLHOKYITYPEH KOHTEKCT
Heana [Teprosuy
[Peamome)

CrarnaTa patmesa PAvTHYHH BCICKTH HA COLMATHITE H KY/TTYPHH BIHAHI
Ha ubprosHara My3uka B Cupins npex XIX u nasanoro Ha XX sex. Iz
CNOMENABA HAKOH BAKHE WCTOPHYECKN MOMENTH H MMeHa B cpuickar:
neproBHa My3uka. [locne cacasa KpaTko ODMCHEHHE Hi HCTOPHYECKHTS
OGCTORTENCTHA, COMMATHA H KYTTYPHA CPeIa i TEXHHA eekT FhPXY MyTHKITL
Cpuickoro ofecTso ce pasmesia 9pe3 KyNTYPHHTE MOACAH Ha JloTwan.
AHATHILT HA HEXOH OT NPODACMUTE BKTIOMES CHCTORHHETO HA TPAIHIHOHKATS
cpubcka MOHODOHHYHA L HAPOIHA NLPKOBHA™ MY3NER B XOpPOBRHTE TBOROH,
XYAOMCCTHCHHTE KAMCCTDA MA ABRTOPCKATA UBPEOBHA MYIMKA, MY3IHKAIHAT
obpaforra na ULPKOBHHTE TecToBe, Bonykn Teu ACNIEKTH o PAIIICOAT Npel
RRACIEANTE HA HAKOH OT Hafi-wirekmatuTe cpnbern anropn ot XIX pex:
Kopueane Cramvonmy (1831-1865) m Cresan Croamosnd Moxpanax (1356-
1914) 1 ypes MyIHKRACH AHATHI HA TROPOHTE, KOMIOIMPANH OT TEIW ARTOPH,
xaxto # ot Mocud Mapwmsome (1851-1931).

MUSICAL EXPRESSION OF IDENTITY
IN FOREIGN ETHNIC ENYIRONMENT
Natalia Rashkova
(Summary)

The problem of the personal cultural identity is presented in relation to the
community identity. One of the possible viewpoints of the personality towards
the world comes from the consciousness for ¢thnic belonging. The moderm type
of culture derives from the past certain values through which it identifies itself
and demonstrates its importance. Some of these values refer to the folklore,
tonceptualized as a cultural heritage, as a record of the cultural memory of
ethnic communities, and also as a shared culture reviving a notion for common
cthnic belonging.

This fext presents forms of expressing Bulgarian identity through the language
of music, more particularly, through the language of folk music functioning
among Bulgarian communities who live in foreign ethnical environments in
Hungary and Slovakia. It focuses on forms of attracting and using folk music
on holidays and everyday lives by Bulgarians of different age and with different
cultural interests, on the time and the regsons for setfling down in another country,
on specific social and professional environments. Looking at the ways af
manifesting and experiencing the Bulgarian roots with our compatriots, the
observations argue in terms of a strong presence of Bulgarian musical folklore
in their culture.



“DOIN' DAMAGE IN MY NATIVE LANGUAGE™:
WWIOKAJTTHHAT" XHIT-XOT1
Tonn Muwen
(Peziome)

[pes 1991 romuna adprkanckara panrpyna , 3umbabee MTepeut™ wilasa
sunH anbyM B CALLL ozarnasen “Doin’ damage in my Native Language™
{,, YEpEHOAHE HA POMAHKMA €3MK"), KOHTO ChMCTAEA AHIMHICKH C IHANEKTHTE
Ulona n Mbene u ocnopra adpoLEHTPHIMA HA AMEPHEKAHCKHS FAIrcTa pan.
I'pynara HAICTPHPA eiHA OT cNenUfMKHTE B YCROABANCTO HA PAN H XHO-XOM
OT NOKATHH MECTHH H eTHHYECKH KYNTYPH No menud ceat. Ponang Pofrprenn
(1995) w3noniea TEpMUEA , IMokanen” (eMeckane Ha MofannoTo ¢ nokannaTa),
3 04 NOYEpTae, 9 B PEIHNA OTHOMEHHR CAHOTO C¢ ONPEIEnT 0T JpyToTo,
NpECHYAiiKH Ce N0-CKOPO BIaHMEO 523 HENPEMEeHHD 13 ce MONAPHINPAT.

HacTofmero WIicAC/ABANC MPHAAra TO3H TEPMHN BLE BPLIKA C MOKATH-

THPAHETO HA PAMNMYTHEATA M XHIT-NOT KYATYpaTa, Habmogasano no neiis CeaT
BCYE MOBEYE OT JABE JCCCTICTHA, OHE OTKAKTO CF YTHRHIARA MHEHHETO, 9¢
SOPCHHTE™ HA TEIH ARAcHHA oTeewaaT B bponxe » Hio Hopx. Ho taxa xakto
NpeUeCTBCHHLTE HA PAMA W XHI-X0MA c& NpocTHpar Hasan kM Amafixa |
flaruscka AMCPHES, HCTOBHTE PAIKCTOHCHHS €A C€ BKOPEHHIH B CEBCPHO-
apprkanckuTe cennma na panuna, ppansodoncknte paiionn b Llseftapna,
COOUMATHATE UEHTPOBE” B MITAIHMA, NPH MA0PHTE H HA THXOOKCAHCKHTE OCTPOBH
Ha AscTpanks o Hopa Jenanzna, cpel MecTiaTe Huyuth oT Hyyk, ['pennannms,
KOHTO ITPEICTARNABAT CAMO HAKOH OT reorpaickime MecTa, pasric anH B TalH
pafora. Tasu ,rmokanna” JHHAMHEER ¢¢ BRIMPOHIBERIA WA Dan H XHI-XO0U
CIICHHTE TIO LEAHA CBAT J0 TAKABA CTENCH, 9¢ JAHEC CLC CHIYPHOCT MOMEM J1a
MOBOPHM 13 PANA KATO 33 YHHBCPCANEH MYTHKAICH MAMOM, KORTO BEMOMER
cAoEAEH, cneludHINE MOAANNOCTH Ha XHOPHINOCT M CHHKPCTHI®M, H
MpHACOHEA CMHCRN HA HHTCPHOPHIRPAHD CPCACTEO 33 MIARCKKHTE KyATYPH
A3 npe-KoUCTPYHPAT, NPe-CHUIABAT B NPe-OCHIHARAT CBOATA HACHTHIHOCT i

AOKLTHA IPHHAINCHHOCT,



REALIZATIONS OF THE DANCE DRAMA “NESTINARKA™
AS VARIOUS PROJECTIONS OF IDENTITY
INOURNATIONAL MUSIC-STAGE CULTURE
Amnelia Yameva
{Summary)

The article analyzes the dance drama “Nestinarka” (Fire-Dancer) from the point
of view of identity of the fire-dancing ritual and its “reflections”™ - literary origin, ibrems,
musac, choreography. The differences and the interpretations ane followed:

-~ mthe libretto, which changes depending on whether the attention in cenered
upon the mysticism of the ritual, upon the fate of the main characters or upon
the realistic description of the working week days and holidays;

= in the comelation music-chorcography, where in the staging of Maria Dimova
the musical rhythm is reflected while in the next pattern of Nina Kiradjicva
the choreographic equivalent of music is sought;

- inthe dance expressiveness gravitating round the German free-expression
dance and classical ballet;

- inthe emotiohal impact of choreography (on the background of the same
music), leaving the viewer acsthetically =atisfied, but 1o some extent distanced
in the applied system of the classical dance, bud shaken to the bottom ol his'
her soul by the similar to a trance repetitiveness of the movements in the
German free-expression dance.

The aspiration to weave the uniqueness ofthe fire-dancing ritual into the plotofa
dance drama, constructed according to the universal laws of theatre dramaturgy s
the cultural basis upon which our national musical stage identity 1S budlt up in the dance
drama “NESTINARKA". In this aspect, ils separate editions may be accepted as
various projections of our national identity, and Demna should be interpreted as a
national rmage.

THE HARMONY OF VESSELIN STOYANOV:
AN OUTLINE OF THE PROBLEM OF MUSICAL THINKING
AS A SIGN OF CULTURAL IDENTITY
Marijana Buleva
(Summary)

In contemporary Bulgarian musicology the phrase “musical thinking” is
widely used, but most frequently it comprises phenomena from the style of a
cerlain composer, and not thinking as a mental process and the parameters of
musical language as its operational system. The music of Vesselin Stoyanov
has stable stylistic features and is a rich artistic object for studying of the problem
of musical language—culwral identity,



The creators from the generation of Vesselin Stoyanov were formed in a new
cultural environment: in the music of the first Bulgarian composers the folklore
modal music had already met with the voluminous tempered space of the
European musical sysiem. On national soil the possibility for the organic
penetration of modal stereotypes “downwards™ into the functional foundations
of tonal verticals had been prepared. Therefore in the consciousness of cach
author the possibility to cultivate musical language, in which the significant
units are organically connected in the thought along with their contemporary
and national cultural identity, was preconditioned.

In Vesselin Stoyanov's music we can ohserve the support of a specific sound
concept at the start of many musical themes: T' - dor. §. With most composers
musical thinking lies within the framework of mixodiatonic tone type, which
expands the diatonic tone material with two more fifth moves. The quantitative
border of musical thinking is likely to be the reason for the dissemination of the
mode tone-semitone. A hypothesis can be suggested that it is reached by “pouring
out” of tones from the chromatic tone type, which exceeds the phonic level of
musical language, characteristic for the Bulganian composers during the 1930s
and carly 1940s.

IS THE “BALKAN SYNDROME"™ BALKAN?
Emilia Kolarova

(Summary)

This material is an attempt to ask topical questions, related to the musical-
cultural dialogue between the peoples at the end of the XX ¢. and the start of the
XXle. and to the geographically expanding parameters of the influence of cultural
identity through the sphere of music. On the basis of concrete material (the
work of the Japanese composer U Ya Honda and the Balkan musical tradition)
the possibility for universalizing a certain tradition is examined in a period of
globally changing cultural space. Today more than ever it is important to ask
ourselves to what extent the cultural identity is immanent and unigue or just the
opposite — it can become an artistic impulse for a creator, who even without
possessing the gene code of this identity, accepts and multiplies successfully its
universal message in a new environment,



ROMFEST - CONSTRUCTING IDENTITY THROUGH MUSIC
Lozanka Peycheva

{Summary)

The Roms’ culture identity 15 a challenge for researchers, because the Roms,
being a disperse ethnic group, are culturally heterogeneous, in constant contact
with the majority they live with. Their today s cultural politics is produced more
not by state or economical institutions but by non-governmental organizations
including unions of the Roms themselves, The challenge is a research of their
attitude towards their own music as a symbol of group ethno identity — not only
because of the so usually found practice of somebody ¢lse speaking on their
behalf, but more because their music is a dominant part of the expression of
their cultural identity.

The Mational Festival for Roms’ music and dances with international
participation has a ten-year history, When in 1993, the Festival for Rems® music
and sonrs in Stara Zagora takes place for the first ime, the Roms” musicisto a
great extent unknown and unacknowledged by the Bulgarian public. Organized
by a group of Roms® socially active persons, musicians, polincians, leaders,
Romfest has been looking through the vears for collaboration with different
local, national, state and non-state organizations.

Romfest strengthens it’s position as an institution, which creates and estab-
lishes today’s Roms® music and it"s faces in Bulgaria. After being acknowledged
by the jury and the public afler a performance in the Fest's stage such performers
as Sofi Marinova, Gypsy Aver, Stilian, Crystali, Karandila have become stars
of the media music in Bulgana.

The event called Romfest has a circle of initiators, ideologists, operatively
carrying out the ideas, people of an, public - with a few words, the people who
make the Fest what it is. One of the groups can be conditionally called group of
ideologists. It is compounded of a large part of the members of the Organizing
Committee, Roms' political, public leaders, activists from the non-state sector
According to them the main contribution of Romiest is that it establishes “the
unique Roms® culture waving it into the texture of the Bulganan culture™.
According to the ideologisis the Roms® music is more valuable as an expression
of the Roms" culture, which is a base for indicating important so<ial and political
positions, than in its musical aspects.

The group conditionally called the practicians has another atlitude towards
the music. This group is compounded of the immediate organizers of the fest,
mainly people living in Stara Zagora. The Roms’ music is accepled as type of
business and the Fest itself, as an investment in a future music industry or s
resource for powerful position in the political campaigns. The practicians sinu-
larly to the ideologist are not so interested in the music itself but in the abilities
it gives for contact with the people who listen to it and with the political and
business elites.



A third group called the specialists also has some kind of attitude towards
the Fest. Itis compounded of popular Rom musicians, most of whom are part of
the jury. The Jury, having the job wo approve and sanction is made up as an
expert-public structure: a composer, a chorcograph, a poet, & public figure, a
musician. Participants are not classified according to constant regulations. At
different issues of the Fest they are classifies according to different circumstances,
oflen extra musical, because of which there always are performers who are not
satisfied by the jury's estimation.

A fourth group — of the performers can be differentiated from the first three. It
includes musicians and dancers. Most of them look for contribution on the stage,
acknowledgement from the specialists and in the first place the love of the audience.
The musicians® aspiration after the love of the audience is often in contradiction
with the regulations for performed music put by the jury and the organizers,

The last group is that of the audience. It is with the most difficult to specify
attitude towards the Fest and the music. According to its reactions the best
Roms” music is the modemn, popular one, no matter if the lyrics are in Roms’
language or Bulgarian, no matter if in this music there are Turkish, Greek, or
Arabic motives.

The ideologists and the organizers (most of whom arc Roms) believe in an
imaginable music, called “pure Roms’ music™. The idea of such music leads 1o
dividing the performed music into two groups — “Roms’ own music"” and “forcign
music”. Once recognized this opposition allows only the “Roms’ own music™
10 be performed on the stage and forbids the “foreign music™.

According to the Fest's jury the Roms® own music is the old Roms” music -
slow, lyric songs. The jury expects the old songs to be performed with new
arrangements, According to the Roms® expert-musicians the regulations for high-
level performance mean the bands should use the help of composers, amangers
and lyrics writers to make their performance program. We can recognize here
typical features of the Bulgarian interpretation of old folklore music - traditional
songs are changed by composers’ cultivations. Easy to sce is the contradiction
between the widely spread oral tradition and the new ideas that it should be
cultivated in a clever, intelligent and litcrate way.

L B
The Roms’ music has many faces in Bulgaria. In discrepancy with this many-
sideness, the Fest's ideologists are trying to make up a new monolith image of
a music, defined as “pure Roms' music” and music with high level of artistry.
Such generalization is a typical manipulative strategy for consolidating of
societies, differentiating from the others, creating of own culture identity.



ZURNAS AND NATIONALISM
Venfeislay Dimov

{Summary)

In Bulgaria and on the Balkans the zurma and its music passionately love and
hate each other, maybe because they have a great potential of imaginariness.
Meaning symbolically “imaginary communities™, the zuma is a suitable object
of studies in the relationships music-identity, music-nationalism.

The past few decades have changed the music, the instrument, the functioning,
but most of all they have enriched the images and symbols around the zuma
iradition, Linked with tradition, the zuma in modern times has been loaded
with new symbolism — as a sign of identity it refers to the image of the Turkish
oppressors. Observations of works of fiction and cinema, where the zuma isa
“foreign”™ (Turkish, Gypsy, oriental) musical instrument, an attributc of the
oppressors and a sign of the Turkish Yoke, confirm it. The nationalistic images
of the zumna construct it as contaminating “the pure Bulgarian music” with
oriental intonations although in South-Western Bulgaria, where the zurna
tradition is most alive, the zuma is one of the symbals of the so-called authentic
folklore of Bulgarians. The highest degree of the negative stereotypization of
the zuma was marked by the so-called reviving process, during which the
repressive measures of the authorities included even a ban on the xuma and the
FUTTL [USIC,

IN SEARCH FOR OUR MUSICAL IDENTITY.
ON SOME EASTERN MUSICAL-THEORETICAL SYSTEMS
IN THE STUDIES OF STOYAN DJOUDJEY
fvanka Flaeva
{Summary)

Stoyan Djoudjev is among those scholars of ours, educated within the
framework of European tradition, who have the perspicacity and foresight to go
beyond the limits of European science, Thercfore the researcher turns to some
eastern musical-theoretical systems. This study analyzes the way through which
Prof. Djoudjev succeeded in discovering the similarities between the Bulgarian
and other “eastern” cultures by means of the musical theory created in them. To
reflect the peculiarities of Bulgarian national folklore, on the one hand, as a
European he could neglect neither the heritage of the ancient Greeks and their
knowledge of rhythm and meter, nor the methods of studies developed by modem
West European seience. On the other hand, the scholar realizes that each object
of sady needs adequate understanding and appropriate theory for being analyzed.
The theory should neither miss, nor distort any essential features of the studied
object. Therefore Prof. Djoudjev seeks theoretical systems created on the basis



of musical culture with similar characteristics. Thus the question is posed what
is characteristic for our own folklore tradition, what is the meaning of “our™ and
what is foreign, i.e. our identity iz sought by means of comparisons., It is found
that a theory has already been created, which analvzes metro-rhythmic pattemns,
analogous to Bulgarian ones (the theory of rala and ssula), as well as an elaborate
system of melody (with key concepts raga and makam) and the scholar borrows
from there what is mizsing in the West European theorv, A conclusion is reached
that the Bulgarian musical culture is part of, identical to some cxtent with a
region that stretches to India in the East. This inference provokes reflections
concemmning the analogies in this quite vast area — whether in some of its parts
the foreign is accepted as one's own and it is not foreign, but genctically inherent,
something old and a bit forgotten. The next question arises — what is common
and difTerent within this region, because as Prof. Djoudjev points out, nuances
and small things make style. Thus by comparing Bulgarian cufture with other
cultures as well as by using some eastern musical-theoretical systems, Prof.
Djoudjev created a theory of Bulgarian folk music, in which he strives to present
its characteristics most precisely. For this purpose he places Bulgarian folklore
in o fairly wide conte L.

CULTURAL-RELIGIOUS IDENTITY OF THE BANAT BULGARIANS,
REFLECTED IN THEIR CHURCH-SONG LITURGICAL REFERTORY
Maya Raykova
(Summary)

It is possible to speak about Cathelicism in Onthodox Bulgaria from the XVII
¢. onward. Before being converted to the catholic religion, the Bulgarian
Catholics professed Pavlikyanstvo. After the Chiprovtsi uprising (the end of
XVII ¢.) the Bulgarian Catholics emigrated to Banat (in the Austro-Hungarian
Empire) and later, with the division of Banat, the Diaspora was divided in
Rumania, Hungary and Serbia. Nowadays it is comparatively best preserved in
Rumania. In North Bulgaria there are also Banat villages inhabited by Bulgarnians
who re-emigrated. They are all called banarchani or palkene.

The song material for the study has been collected in Rumanian Banat and in
North Bulgaria. The Christmas songs have been considered, some of which
evince melody-intonation features of the Bulgarian musical folklore. The author
divides the Christmas songs into 3 groups - lullabies, shcpherd-Bethlehem and
theocentric. One example is given from each of the groups of songs about St.
Forty Days, the holiday Christ's Body, songs about saints and deceased people.
A part of these songs present a synthesis between choir melodies of West
European type and Bulgarian irregular meter (mainly nine time). A song for
deceased people is of special interest — it is a farcwell song in a monologue in
the first person singular addressed to the relatives of the deceased.

The biggest part of the repertory shows definite West European melody-
intonation influences, in the major-minor system, but there are also songs in
church modes. It is argued that with the Banat Bulgarians the confessionym
Catholics has turned into ethnonym.



MUSIC AND ITS “PERSONALITIES™
(On the problem of “music for church™)
Kristina Yapova
(Summary)

The theses in the report have been drawn from the fundamental formulation
that there exists a logical analogy between the idea of personality and the idea
of music, parity between the personal being of man and the “personal” being of
music. This motivates the metaphoric use of the concept “personality” in respect
to music. The relation between the personal and musical identity is being
followed from a historical angle: the idea of the personal being dominating in a
certain epoch corresponds to the idea of the essence of music in that epoch.
This relation is illustrated with the parallel between the positions of two Christian
thinkers — 81, Aurelii Augustine and Soren Kirkegor. The value relationship
between music and sensuality supported by them is being considered from the
point of view of the aesthetics of expressiveness charactenistic for the end of the
XV c. and particularly for the XIX . In this context the study focuses upon
the composers’ church music in Bulgaria as a new phenomenon in the musical
culture from the late XIX c. and early XX ¢. Among the different interpretations
of this phenomenon, the national one dominates in the history of Bulganan
music. Mew perspectives for study are opened by placing it in a religious context,
in the context of the Orthodox liturgy and the role of music in it, interpreted not
as a practical function, but as a way of bringing man closer to divine reality and

achicving his own personal identity.

ASPECTS OF MODERN BULGARIAN CULTURAL IDENTITY
Maria Boyadjieva-Luizova
{Summary)

In historical perspective the first version of modern Bulgarnian cultural identity
determines Bulgarian individualism as “the only universalistic indoctrination™
in defence of the individuality of Bulgarian culture; the individualism of Pencho
Slaveykov became the symbol of a phenomenon in Bulgarian culture; the
synthesis of the “spiritual tradition in lifc”, “the conscious synthesis of the
independent, rationally-accepting the world, creative personality”™, changes the
cultural realities of the “national” and the “foreign”, of the “native” and the
“European”. The image, combining “the person in the Bulgarian”, created by
Pencho Slaveykov, lays the new universal humanistic principle in the
identification of the Bulgarian and shows the potential of the cultural-construction
pathos, which turns a look a1 European art and attracts it as building material

for the universal.



“The Europe-ism™ of Pancho Vladigerov can be accepted as a remote
reflection of the “imaginary spaces of the spiritual”, but he is much more an
individual strategy for “drawing closer to™ European music, which is Music, a
principle of self-construction and, last but not least, an expression of a modemn
acsthetic and artistic universalism. And in the context of the 1920s, one of the
many, but still not articulated manifestations of the “European” as an aspect of
modern Bulgarian culwural identity.

MUSIC, EMBLEM AND CULTURAL IDENTITY
Darina Vassileva
( Summary)

This is an attempt, based on the emblematic type of symbol, to interpret the
problem of cultural identification of a musical text from an unconventional
point of view, where the artistic events are projected in diachronic plan rather
than in synchronic one. Such a viewpoint focuses on the guestion concemning
the indications of comparison between the symbol systems of two epochs, being
* far removed for centuries, even for millennia. This remoteness in time has beyond
doubt an impact on the sense of the text, which changes, even transforms
accordingly to the historical context. But here is the very risk: to impose strange,
but at same lime habitual for us, notions W cultures, arranged historically and
logically quite differently, for the simple reason that we give them a contemporary
meaning, disregarding one of the main conditions of the communication itself -
communicating just like with different cultures, cultures other than ours,

Analyzing the past epochs as differing ones give us the possibility to identify
them culturally, At the same time it is a process of our own cultural identification
being different from them and an opportunity to look from the side at our place
in the history.



