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Pestome: Monorpadusta € 4yact OT H3ClieoBaTeNIcKaTa paboTa MO KOJIEKTHBEH Hay4yeH
poeKT ,,MekaTta BiacT® Ha MomyjspHaTa My3uKa B MequuTe (o mpumepu oTr bearapus u
bankanute)“, punancupan ot @ona Hayunu u3ciaeasanus (JIH 05/16).

Bpemero mexnay 1944 u 1989 romuna anec 3ByuM Kato ,,pandapu W 3aKkIMHAHUS
(Mapus JlennunHa), HO U Kato ,,MeaueH pa3ka3‘ (CHexxana llomoBa) B pa3inyHU pErucTpH;
3BYLUTE MYy MOTraT Jia 4epTasiT TPEeaKTOpUHU ,,MexAy cesnoTo U BceneHata™ (Jlosanka Ileituena),
HO | ,,0pOUTH Ha coranucTuyeckoro Bcekuanenue (MBan EnenkoB). Moxe na 6b1e 4yTo mnpe3
»€CTpaza u counanuzbM: npodmsiceun® (Po3mapu CratenoBa), HO U Mpe3 ,,0MTKU 3a OBATapCKUs
donkiop™ (Aranac JlazoBcku). MenuiiHata My3uka B beiarapusi mpe3 mepuoja Ha JIbpiKaBHUS
corranu3bM (1944-1989), kakTo M UCTOpHSTA HA PAJUOTO B CPABHEHHUE C MPEIXOIHHS MEPUOJ
(1929-1944) Bce o1iie € B CEHKU. A My3UKaTa B PaJHOTO € BaKEH, HO MaJIKO U3CJICIBaH MapKep U
¢dakTop Ha BiIacToBU OOpOHM M OOLIECTBEHH MPOMEHHU. T0OBa MOTHBHpPA TOBAa HOBO H3CIIE/BaHE,
00EKT Ha KOETO ca €JIeKTPOHHUTE MEAMM, 3alucaHaTa M HM3IbueHaTa My3HMKa 3a Hapoaa —
¢donkiopHa (HapoaHa) U momyssipHa (ecTpaana), npe3 nepuona 1944 — 1989 r. B ouepranute
XPOHOJIOTUYHH TPAHULIA UMA PA3JIMYHU NIEPUOJH, IO PA3JIMUYEH HaYMH CE€ pa3BUBAaT U MEJUUTE, U
My3uKarta. [la ce onurTa J1a TUIOJOTH3Upa T€3U BBTPELIHN NEpUOJIHU U Jla ouepTae crnenuduxara
Ha OTHOLICHMSTA BJIacT-MEAMM-MY3UKa-ayJUTOpPUs Ca €IHH OT OCHOBHUTE 3a/au, KOUTO CHU
MIOCTAaBsI U3CJIEIBAHETO.

My3sukama 3a HapoOa OT BpEMETO Ha COLMaIM3Ma 4YepTae upe3 MEAUMHUTE CHU
MPEBBIUTBIICHUS PA3HONOCOYHM TPAEKTOPUHU: MEXKAYy 3BYyUeHE U BepOaTHO OCMUCISHE H
pediiekcu; MeXIy TBOPYECKHM M M3MBIHUTEICKH MPAKTHUKW; MEXIYy MY3UKAHU SIBICHUS U
UJICOJIOTHYECKH HapaTUBH, MJAEU U BIIACTOBO OCHIIECTBSIBAHE Mpe3 NMPAKTUKH HAa MHCTUTYLHU,
OpraHM3aly, MEIUU; MEXAY NOJUTULU-BIACTHULM, XYPHAIUCTH, TBOPLUU U U3I'BIHUTEIN —
BUHTYETA B TOTAJIMTapHAaTa MalllMHA W Hapo[... Bce mak eaHa OT OCHOBHUTE 3a/add Ha TOBa

u3cleiBaHe € Jla ce M3IUPAT U chOepar B e/lHa MaHOpaMHa KapTHHA €MIIMPUYHU MaTepualli,



IJIaBHO 3BYKOBH, TEKCTOBH M BHU3yallHU CBHJIETEJCTBA Ha OJIM3KOTO COLMATMCTUYECKO MMHAIO,
KaTo caMOTO MM EKCIIOHMpaHe B €JHa oOlla KapTUHa Ja Aajge (oHa, OT KOWTO ILIe M3IUTyBa
MeKaTa BJIAcT Ha MY3UKAma 3a Hapood.

basa Ha m3cneaBaHETO M M3TOYHUIM Ca APXMBHU JOKYMEHTH, CBBP3aHU C OBJITapcKOTO
panuo u Obarapckara BiacT IIpe3 Iepuoja, pajuoNnporpaMu U paauoClieHapUu, TeIeBU3UNOHHU
Iporpamu, rpaMo(OHHH IJIOYU U JUCKOrpaduu, 3allCaHu IECHU U My3UKa, TEKCTOBE Ha IECHU
U HOTH, CIIELMAJIN3UPAHA IEPUOJUKA, CBbP3aHa C MEAUUTE, IEPUOJIUYHYU U3TAHUS — BECTHULIU U
CIMCaHUs, Hay4Ha JUTEepaTypa U MeCeHHH COOPHUIIM, CBUCTEICTBA HA IUYHOCTH, YYACTHUIU B
IIPOLIECUTE, U3BAJICHU OT MEMOApH, M1cMa, OuorpauiyHy pa3Ka3u U UHTEPBIOTA.

ITogxonure ca eATHOBPEMEHHO aHTPOIIOJIOTUYECKH B TBPCEHETO HA YOBELIKUTE U IPYIIOBU
IIPEKUBSABAHUA HA MY3MKaTa U MPEJICTABUTE 3a HESA, HO U KYJITYPOJIOTHYECKH B U3CIICIBAHETO HA
MIOCJIEACTBUATA, T.€. IOJIUTUKUTE Ha pernpe3eHTauus. B ciydas ¢ MequitHute oOpa3u Ha My3HKa
TaKkuBa IIOJIMTUKM HAa PEIpPE3eHTalys BKIKOYBAT BPB3KA C BIACTOBUTE OTHOLLUCHHUS B
00I11€CTBOTO, ¢ KOHCTUTYHUPAHETO HA UJIEHTUYHOCTH, C U3IOJI3BAHETO HA U3KYCTBOTO U 3HAHUETO
B UHTEPIPETATUBHUTE NPAKTUKU. MenuiiHuTe 00pa3y Ha My3HKaTa ca HACUTEHHU C OTHOLIEHHUS.

Monorpadusara e CTpykTypupaHa B dYeTupu paszzgena. [IbpBuAT paszmen odepraBa
TEOPETUYHUTE U TEPMHUHOJIOTUYHU 0a3MCH Ha M3CIIEIBAHETO: BJIACT U MeKa BJIACT, COLUAIN3BM U
Me/IMHU, MOAXOMU M IOJIeTa; My3HMKa 3a HapoJa M OTHOLIEHHE C MOMYJSPHO U (OJKIOPHO.
Bropusr pa3nen nzcnenBa MeauiiHaTa My3HMKa B HI€0JIOTMYECKH HOPMAaTUBHU U ped (HapaTUBU Ha
BJIACTTA, T.€. KAaK BJIACTTa BWXKAA U TOBOPHU 3a MeAMIHAaTa My3MKa, KaKk OMKCBa CBETa Ipe3/upes
MeIMHHOMY3HKaIHOTO). Kak mecHuTe M IMEeeHEeTO OMUCBAT CBETa M YOBEKa B KATETOPUH, KATO
HapOJHO, MApTUHHO, IEMOKPATUYHO, jJarep Ha MHpa U COLMAIU3Ma, TPYACIIU Ce, HOBU XOpa.
l'epourte: mapTuiiHu BojauM, MapTHU3aHU, OpUTATUPHU, 3BEHOBOJM, TPAKTOPUCTH, MIIAJIEK.
AHTaroHUCTUTE: BparbT OTBBH MW OTBBTpPE. Tperuar pasgen npeacraBs My3HKaTa B
UJCOJIOTU3UPAHN MEIUNHM NPAaKTUKU M opraHu3auuu ((QyHKIMOHMpPAHETO B CHUCTeMaTa Ha
coLlMAJIUCTUYECKaTa MEIMIHA CHUCTEeMa, T.€. KaK BJlacTTa JAEWCTBAa C MEIMKWHATA MYy3HKa B
3BYKO3aIlACa, PAJHOTO W TEJIEBHU3UATA; KaK BIACTOBUTE HAPATHBHU CE€ OTIEYATBAT B MEAUNHO-
MY3UKaJTHUTEe TEKCTOBe). M3cienBa ce paaMoTo KaTto MpoOIaraHaeH amapaT ¥ HeroBara Meka
BJIACT IIPe3 My3UKaTa 3a HapoJa: MpeiaBaHus, cueHapuu, purypu, pyopuku. YeTBbpTUAT paziesn
THPCH OTTOBOP Ha BBIIPOCUTE KaK KOHKPETHH MEAMWHU M MY3UKAIHU TEKCTOBE M (purypu

(cuenapum, mnpenaBaHus, MECHHU, IEBIM, BOJCIIM) CE BB3MPUEMAT OT ayJUTOPHITA, T.C.



pertenuusTa. Kak BiacToBUTe HapaTHUBU, OTPAa3eHU B MEIUU W MY3WKa, W BJIACTOBUTE MEIUWHH
MPAKTUKU MPUI0OMBAT CBOM KUBOT MU3BbH MEAMHHUTE KOHTEKCTH M KaHAIUTE OTTOpe-HAA0Iy —
(doNKIIopHU3aNMsITa U KaK OTA0IYy-Harope n30ysBaT HU30BU MEIUHHO-MY3UKAITHU UIHUOMHU, KOUTO
MorarT Ja ObJIaT M B TUCOHAHC C O(DHUIIHATTHUTE.

B ommrta na ce ynoBu U MHTEpIIpETHpa 00EKTa CHCTEMHO M MHOTOOOXBATHO, € MOThPCEHA
o0I1a MaTpuIla, KOsATO MO-CKOPO MMa XapakTepa Ha Mpexka OT MperieTeHH Mapkepu. BbB Beska
OT TJIaBUTE, BbB BCEKU OT TPHUTE pa3zjelia U3CICIBAHUTE SIBJICHUS W IPOLECH CE CUTyHUpaT
XPOHOJIOTUYHO, (DYHKIIMOHAIHO, >KaHPOBO-CTHJIOBO, TeMaTHyHO. EnHara HUIIKA € Tasu Ha
BBTpEIIHATa XPOHOJIOTHS Ha COIMAIM3Ma U HETOBUTE €Tallu M TIEPUOIU — My3HKaTa 3a Hapoja ce
MPOMEHS, TPOMEHST C€ M OTHOIICHHUATA KbM HES Ha BJacTTa OTrope, Ha MEIUUTE KaTo
MTOCPEIHUIIN ¥ HA MyOJIMKaTa oTaory. Jpyrata e Ha cenudukaTa Ha MEJIMATE KaHAIH | 00pasu
Ha MYy3HMKaTa 3a HapoJda — OTHCHATbUUTC U B IICYaTHU MCOIUN (HepI/IOI[I/ILIHI/I NU31aHusg — MaCOBHU U
CrHelHalIu3upaly, MOMyasSpHU HOTHU U3JaHUS U TIECHOIOMKM); 3BYKOBUTE M PETUCTPALIUU BHPXY
3BYKOHOCHUTENH (rpaMO(GOHHH IJIOUM, MAarHETOQOHHU JICHTH, ayJHOKACETH); TPUCHCTBUETO U B
edupa Ha Hail-MacoBaTa MeIHs TPE3 MEepUoa — PAJAUOTO; U HA CHHHS CKPAaH Ha TEICBU3HATA.
TpeTa HHUIOKAa € Ta3u Ha cneumanaTa Ha MY3WKaTa 3a HapoJda KaTO OCHOBHHU HIUOMH,
W3KPUCTAIM3UPATU B MPOLECUTE HA B3aMMOJCUCTBUS MEXIYy MY3UKaTIHH YEpTHU C KAHPOBO-
CTHJIOBA THIIOJOTHS, TEMaTHYHU Oele3n B ChAbPXKATEICH IJ1aH, (YHKIHOHAIHU
I/I)IGHTI/I(i)I/IKaHI/II/I criopen yHOTpe6aTa, CCTCTHUUYCCKHN U NACOJIOTUYCCKU CUMBOJIN U T.H.

lonmsiMa byacT OT WM3BOPOBUTE MaTepUal, BBPXY KOMTO ce Oa3upa HU3CIEIABAHETO, CE€
u3narat 3a mepBU ObT. Cpel MpUHOCHTE Ha MOHOTpadusaTa € ONUTHT Ja Cce MOIVIETHE KbM
OMM3KOTO MHHAJIO HE ,,0Trope’ W MO HHEpIUsATa Ha OOMKHOBEHOTO HETaTMBHO H3JaraHe Ha
BJIACTOBU MOJIEJIM HA TOTAJIUTAPEH M UACOJIOTM3UpPAH JUKTAT, a ,,B cpeaara™ u ,,0THOoNIY™, mpe3
paboTara Ha TOCPEIHUIIUTE — MEIUHU, TBOPUECKH CBHIO3M, apTUCTHU; W TPe3 MPaKTUKUTE Ha
ayouTOpHUsTa B HEMHOTO BcekuaHeBUe. ToBa ompenens W u30opa Ha KIIOYOBHUTE TOHATHUS —
My3uKama 3a Hapooa N My3ukama Ha Hapooa — KOUTO C€ OKa3BaT HE caMO MOJ, HO W U3BBH
MeenuTe TOBOPUTENM HAJ TUIONIAAa, KBACTO €XTAT HEe caMo ,,paHdapu U 3aKIWHAHUSI, HO U
HUHTUMHHAU U3IOBECAN U CAHTUMCHTAJIHU ITIOCJIAHUA. TerkMO Tam € IDOTHPCCHA MCKaTa BJIACT Ha

MeauiiHaTa MY3HUKa OT BpEMCHATA Ha 6LJ1FapCKI/I$I ABPIKABCH COLIUAIIN3bM.



Ventsislav Dimov. Music for the people on the media front (The soft power of peoples
and popular music in Socialist Bulgaria). Sofia: “St. Kliment Ohridski” University Press, 2019
(368 p.). ISBN 978-954-07-4796-5.

Resume: This monograph is part of the research on the collective scientific project “The
soft power of popular music in media (by examples from Bulgaria and the Balkans)”, financed
by the Bulgarian National Science Fund (JIH 05/16).

Today, the time between 1944 and 1989 sounds like “fanfare and spells” (Maria
Deenichina), but also like a “media story” (Snezhana Popova) in different registers; its sounds
can outline trajectories “between the village and the universe” (Lozanka Peicheva), but also
“orbits of the Socialist everyday life” (Ivan Elenkov). It can be heard through “Estrada and
Socialism: glimpses” (Rozmari Statelova), but also through “battles for Bulgarian folklore”
(Atanas Lazovski). Media music in Bulgaria in the time of State Socialism (1944-1989), as well
as the history of radio, in comparison to the previous period (1929-1944), is still in shadows.
And music in radio is an important, but barely researched marker and factor of power struggles
and social changes. That motivates this new study, the object of which are electronic media,
recorded and transmitted music for the people — folklore (peoples) and popular (estrada), in the
1944-1989 period. There are different periods in the outlined chronological borders, where both
media and music develop in a different way. An attempt to create a typology of these internal
periods and outline the specificity of the power-media-music-audience relations are among the
primary tasks of this research.

Music for the people from the time of Socialism draws divergent trajectories, through its
media incarnations: between sounding and verbal comprehension and reflections; between
creative and performing practices; between musical phenomena and ideological narratives, ideas
and power realization through the practices of institutions, organizations, media; between
politicians-rulers, journalists, artists and performers — the cogs in the totalitarian machine and
people... After all, one of the primary tasks of this research is to find empirical materials, mainly
audio, textual and visual testimonials of the close socialist past and gather them in one panoramic
picture, their very exhibition in the same picture becoming the background, from which the soft
power of the music for the people will emerge.

The research is based on archival documents, related to Bulgarian radio and Bulgarian

power in the period, radio programs and scripts, TV programs, gramophone records and



discographies, recorded songs and music, song lyrics and notes, specialized periodicals, related
to media, periodicals — newspapers and magazines, scientific literature and song collections,
testimonials of people, who were part of the processes, taken from memoirs, letters, biographical
stories and interviews.

The approaches are simultaneously anthropological — in the search for human and group
experiences of music and the notions about it, and cultural in the examination of the
consequences, i.e. the policies of representation. In the case of media images of music, such
policies of representation include connections to power relations in society, to identity
construction, to using art and knowledge in interpretative practices. Media images of music are
saturated with relations.

The monograph is structured in four sections. The first section outlines the theoretical and
terminological bases of the research: power and soft power, Socialism and media, approaches
and fields; music for the people and relation to popular and folklore. The second section
examines media music in ideological regulations and speech (narratives of power, i.e. how power
sees and speaks of media music, how it describes the world through the media-musical) How do
songs and singing describe the world and the person in categories, such as of the people, of the
party, democratic, peace and labor camp, working, new people. The heroes: party leaders,
partisans, foremen, unit managers, tractor drivers, youth. The antagonists: the enemy from the
outside and from the inside. The third section presents music in ideologized media practices and
organizations (functioning in the system of the socialist media system, i.e. how power acts with
media music in sound recording, radio and television; how power narratives are imprinted in
media-musical texts). Radio as an apparatus for propaganda and its soft power through music for
the people are examined: shows, scripts, figures, segments. Section four looks for an answer to
the questions how specific media and musical texts and figures (scripts, shows, songs, singers,
hosts) are perceived by the audience, i.e. reception. How power narratives, reflected in media
and music, and power media practices take on a life of their own, outside of media context and
channels from top to bottom — folklorization and how low media-musical idioms, which can be
in dissonance with the official ones, flourish from the bottom to the top.

In an attempt to grasp and interpret the object systemically and comprehensively, a
common matrix, which is rather more a network of intertwined markers in character, is sought.

In every chapter, in each of the three sections, the examined phenomena and processes are



situated chronologically, functionally, genre-stylistically, thematically. One thread is that of the
inner chronology of Socialism and its stages and periods — the music for the people changes, the
attitudes toward it of the power from above, the media as intermediaries and of the audience
from the bottom, also change. The other is that of the specifics of the media channels and images
of music for the people — its imprints in print (periodicals — mass and specialized, popular note
editions and songbooks); its audio registrations on sound carriers (gramophone records, sound
tapes, audiocassettes); its presence on the air of the most popular media at the time — radio; and
on the blue screen of television. A third thread is that of the specifics of music for the people as
primary idioms, crystallized in the processes of interaction between musical features with a
genre-stylistic typology, thematic marks with regards to content, functional identifications
according to use, aesthetic and ideological symbols, etc.

Many of the source materials, which the research is based on, are presented for the first
time. Among the contributions of this monograph is the attempt to look to the near past not
“from above” and by the inertia of the usual negative presentation of power models of a
totalitarian and ideologized dictate, but “in the middle” and “from below”, through the work of
intermediaries — media, creative unions, artists; and through the practices of the audience in its
everyday life. This also determines the choice of the key concepts — the music for the people and
the music of the people — which are, as it turns out, not only below, but outside the singing
speakers over the square, where not only “fanfare and spells”, but also intimate confessions and
sentimental messages echo. It is there, that the soft power of media music in the time of

Bulgarian State Socialism is sought.

Ctyaum u cTaTum

2. IlumoB, BeHuuciaas. BbpXy HSKOM OpHEHTAJIM3MH B ObJrapckara 3alucaHa
my3uka. B: H3xycmeoseocku uemenusa 2005. Copus, MncTuTyT 32 M3KYyCcTBO3HAaHue, BAH,
2005, c. 173-183. (Ne32 ot 001IUsI CIUCHK)

TekcTbT W3cnenBa HIKOM OpPHUEHTANIM3MH B 3alHcaHaTta My3uka oT bbiarapus mnpes
mepBata nojoBuHa Ha XX Bek. Toil ouepraBa My3WKadHU 00pa3u OT OPUCHTAJICKHS CTHUJI B
MECTHUTE MEIUHM M TOIyJsApHaTa My3uKa Ha (OHAa Ha OPUEHTAIM3MHUTE B EBPONEUCKOTO
U3KYyCTBO W MONYJSpHATa My3HMKa. 3a€JHO C OPUEHTAICKUTE CTUIOBE B MMEHYBAHETO U B

MYy3HKarta, TOH ITOCTaBs BBIIPOCHU OTHOCHO OPUCHTAJICKUTEC TCHACHIIUN B TCKCTOBETC HA MCCHUTC



— Juamna3oHa MEXHAy ,,OpUCHTAJICKA M3KYIICHUS® Ha POMAHTUUHUTE M HACIAXICHCKUS
CaAaHTUMCHTAJIM3bM Ha IIOIIyJIsIpHaTa KYITYypa. HBCJ’IC,I[BaHeTO II0CO4YBa M HJIKOHM AaCIICKTH Ha
JUCKypca Ha OPUEHTAJICKOTO B OOIIECTBOTO — MOJOKUTEIHU U OTpUIIATETHU. MacoBara KyJITypa
U TOMyJsipHATa MY3WKa HOCAT B ceb€ CHM OpPUEHTAICKH 00pa3u KaTo CHIIECTBEHAa YacT OT
MCCTHUTE HAWMOMH Ha CAaHTHUMCHTAJIHOCTTA, POMAaHTHKara W MOICPHOCTTA. C’bH_[eBpeMeHHO,
AUCKYPCHT HAa HHTCIICKTYAJIIUTE € CUJIHO KPUTUYECH KbM OPUCHTAJIU3MUTE.

Ventsislav Dimov. On Some Orientalisms of Bulgarian Recorded Music.

The text researches on some of the orientalisms in recorded music of Bulgarian origin
during the first half of the 20th century. It outlines music images of the Orient style in local
media and popular music on the background of orientalisms in European art and pop music.
Together with oriental styles in both naming and music, it poses questions as to the oriental
trends in lyrics of songs — the range between “Oriental delights” and romantics . The research
also points out some aspects of the discourse of Oriental society — positive and negative in
attitude. Mass culture and popular music bear inside themselves oriental images as essential part
of the local idioms of sentimentality, romance and modernity. The discourse of intellectuals
strongly reproaches orientalisms.

3. IumoB, Bennmcaas. 2006. O0paTHO BHKAaHe: M3KYCTBOTO 4YeTe Haykara. B:
H3kycmeoseocku uemenus 2006. Codusi, Uucturyr 3a uskycrBo3nanue, 2006, c. 24-34.
(Ne3S oT 001U CTUCHK)

Cratusita mpeAcTaBs HOBa TIeJHA TOYKa, JUAMETPaTHO MPOTUBOMOJOXKHA Ha
TpaJWIIMOHHATA W3CJENOBATENICKa IMapajurmMa, Mpu KOSATO HayKaTa akaJeMHUYHO ,,IpoduTa‘
m3kycTBO. Kak u 3amo u3kycTBOTO ,ueTe* HaykaTta? J[0 KakBa CTENEH TO3W OOBpPHAT IPOIIEC
IMPOMCHA KaKTO H3KYCTBOTO, TaKa W AKAACMUYHHTEC cpe)m? HpI/IMepI/ITe OT CBHBPECMCHHUTC
sBJIeHUsI B BBATapckoTo M3KyCcTBOTO (KMHOTO) C€ M3MOJ3BAT 32 MIECHTU(UIIMPAaHE HA HIKOU OT
TEHJCHIIUUTE B CHBPEMEHHOTO M3KYCTBO, KOMTO TpeJaraT HOBU MPOYUTH HA aKaJEMUYHHUTE
W3CIIeIBaHMS Ha OajKaHCKa My3HMKa TMpe3 3BYKO3alMHCH, MEIUU M JOKYMEHTAIHO KHHO
(eTHONOTHSI, €THOMY3UKOJIOTHS, MEIUWHU H3cleBaHus). Upe3 KpUTUYHOTO THIKYBaHE Ha
penunia OBITapCKH TMPUMEpPH, CTATUATA I[OKa3Ba Kak MoraT jaa ObJaT WACHTU(UIIUpaHH
KOHKPETHHUTE MapaMeTpy Ha TO3U MPOIIeC, KaTO XUOPUAU3AIISI MEXIYy HayKa U U3KYCTBO, KaKTO

U MCXKIY pPa3IMdYHU HU3KYCTBA, MoO3aiiKa Ha KyJITypaTta U BJAaCT B €l10XaTa HAa HOBU CHUHTC3H U



HHTepAUCIUIUTHHAPHOCT. [IpobieMaTn3upa ce CONMMOKYATYPHUIT KOHTEKCT Ha TaKWBa SIBJICHUS,
KaKTO U Bpb3KaTa My C NKOHOMHKATAa, IIOJIUTUKATa, HACOJIOruaTa U €TUKara.

Ventsislav Dimov. Reversing the Gaze: Art Reads the Academy.

This paper presents a viewpoint diametrically opposed to the traditional view in which
the academy "reads’1 art. How and why does art "read” the academy? To what extent does this
inverted process change both art and academia? Examples from contemporary phenomena in
Bulgaria art (cinema) are used to identify some of the tendencies within art to offer readings of
academic research (ethnology, ethnomusicology, media studies). Through the critical
interpretation of a number of Bulgarian examples, the concrete parameters of this process can be
identified, such as the hybridization between science and art as well as between different arts; the
mosaic-ness of culture in this epoch of new syntheses; and interdisciplinarity. The sociocultural
context of such phenomena is problematized, as well as its connection to economics, politics,

ideology and ethics.

4. IlnmoB, Benuucaas. 2007. BankaHckuTe KpbUYMH M KadeHeTa M paxIaHeTO HA
JOKaJHaTa 3anucaHa wmysuka. B: Pas 3aumoBa (pen.). Kagpene Espona. Codmus:
HN3narencrBo “damsin SAxoB”, 2007:45-59. (Ne40 ot 001IHsA CNINCHK)

Kpbumara, equH OT CHMBOJIMTE Ha OBArapckus OUT M JyXOBHOCT, C€ OKa3Ba MU
001100aIKaHCKU, PETHOHAJIEH CUMBOJ Ha MOJIEpHHU3aLMATA Ha KMBOTA, KATO MPOCTPAHCTBO Ha
pasBiedeHreTo M cBoOOAHOTO BpeMe. CraTusTa pasriexja pojsTa Ha TPaJCKUTE KPbUMHU-
PECTOPAaHTH-JIOKAIM KaTo MHKYOAaToOp Ha TpaJCKUTe MY3HMKaJIHH KylITypu Ha bankanurte mpes
XIX Bek, B KOUTO ce paxJaT My3UKaJIHU jKaHPOBE, KaTo Kade-Mio3u, TaBepHA MY3UKa, Yalrus,
kadancka Mys3uka. B Hawamotro Ha XX Bek B pecTOpaHTHTe, JIOKaIUTe M Kaderarta Ha
OalKaHCKHUTE TIpajioBe Ce€ MOSIBIBAT I'bPBUTE IpaMO(OHM U CE€ NPaBIT MbPBUTE 3alHCH Ha
nokaimHu aptuctd. CTaTusaTa JaBa MpUMep ¢ IbPBUTE 3allUCH HAa OBJITapCcKH MEBLU M CBUpAYH,
KOHUTO ca MpeACTaBeHH B KOHTEKCTA Ha CPOJHH MPOLIECH B ChCEIHM OanKaHCKM cTpaHu. M3marar
Ce MaJKO HM3BECTHHM JaHHM 3a MCTOPUYECKHS 3BYKO3allMC, KAaTO C€ W3MOJ3BAT apXWBHU
MaTepuaai, IbPBUYHU W BTOPUYHU M3TOYHUIM (TpaMO(OHHU IJIOYH, KAaTalO3H, CBEIECHUS OT
IeyaTHa NepuoauKa, Memoapu u 1p.). IIpaBu ce n3BoabT, ue KpbuMa U My3uKa Ha baikanure ca
TaHJIeM, KOWTO OeeKu Mpexoa OT TPAAULKs KbM MOJIEPHOCT, OT YCTHA KbM 3alKcaHa My3HKa,

OT JIOKaJIHa KbM TpaHCTpaHW4YHA MY3HKA, a PaHHUTC 3alliMCHh C IOIyJIsIpHA W TpaJulOHWOHHAa



MYy3HMKa MOratr Ja JONBJHAT KapTHHaTa Ha 6’BJ’IFapCKaTa A OajkaHcKaTa UACHTUYHOCT IIPE3
MOJZEpHaTa €1oxa.

Dimov, Ventsislav. 2007. Balkan pubs and cafes and the birth of local recorded music.
In: Raya Zaimova (ed.). Café Europe. Sofia: “Damyan Yakov” Press, 2007:45-59. (Ne40 from
the common list)

Resume: The pub, one of the symbols of Bulgarian lifestyle and spirituality, is also, as it
turns out, a commonly Balkan, regional symbol of life’s modernization, as a space for
entertainment and free time. The article examines the role of city pubs and restaurants as an
incubator of urban musical cultures in the Balkans during the XIX century, where new popular
musical genres are born. In the beginning of the XX century, the first gramophones appear in
restaurants, locales and cafes in Balkan cities and the first recordings of local artists are made.
The article gives an example with the first recordings of Bulgarian singers and musicians, who
are presented in the context of similar processes in neighboring Balkan countries. Little known
data about historical sound recording are presented, by using archival materials, primary and
secondary sources (gramophone records, catalogues, data from periodicals, memoirs etc.). It is
concluded, that pub and music are a tandem in the Balkans. One that marks the transition from
tradition to modernity, from oral to recorded music, from local to cross-border music; and early
records of popular and traditional music can complete the picture of Bulgarian and Balkan

identity in the modern age.

5. Dimov, Ventsislav. 2008. On some Early Evidence of Musical Hybridization:
Observation on Commercial Gramophone Records from Bulgaria”. In: The Human World
and Musical Diversity. Proceeding from the Fourth Meeting of the ICTM Study Group
“Music and Minorities” in Varna, Bulgaria 2006. Sofia, Institute of Art Studies, 2008:43-50.
(Ne45 ot 001MsI CIUCHK) (HA AHTVIMHCKH €3HK)

CratusiTa e BapuaHT Ha JOKIaj, W3HeceH Ha YeTBbpraTta cpemla Ha M3cnemoBarencka
rpyna ,,My3uka u mannuacTBa® KbM ICTM — MexayHapoaHUAT CHBET 3a HW3CJCIBaHE Ha
tpaauuronHara my3uka kbM IOHECKO (B. lumos, 3aeqno ¢ P. Crarenosa u VB. Bnaesa ca
YJICHOBE HA JIOKAJHHUS OPTaHMU3AIMOHEH KOMHTET Ha MEXIyHapoJHaTa HaydyHa KOH(EpEHIHS,
cberosia ce BbB Bapna mpe3 2006 r.). IlyOnukanusta pasriexja Majlko IO3HATO, MOYTH

HEHU3CJIEBAHO SIBJICHHE B OBJIrapckaTa My3UKaJdHa KyITypa: poOJsTa Ha IPEICTaBUTENH Ha



MaJIOWMHCTBATa M HA YYXICCTPaHHU MY3HKAHTH B CBb3JaBAaHCTO Ha MeHHﬁHaTa N 3arucaHa
My3uKa B bearapust — panHuTe TpaMo(OHHU IIJI0YHM TIPE3 IMTbpBaTa MoJIoBUHA Ha XX BEeK. 3a IPHB
BT CC BBBCXKIAAT M3BOPOBU JAHHHU 34 MBPBUTC 3allMCH HAa HApOJHA U IOIYyJIApHA MY3UKa OT
Beirapusi ¢ yyacTMeTO Ha YeIIKH, EBPEHCKH, ITMTAaHCKH, TYPCKH, apMEHCKH U CpPBOCKU
MY3UKaHTU. Te ce MHTepnpeTupaT KaTo WHAWUBUIYAJEH, HO U TPYNOB KYIATYpPEH MPUHOC KbM
MYy3UKaJIHaTa UCTOPHU. HpaBI/I CC OIIMT Aa CE€ pasriica MoACpHU3alusaTa Ha MECTHATa 6”bJ'Il"apCKa
MY3HKa OT TJICJHA TOYKAa Ha MY3UKAJIHOTO CMCCBAHC. I[ocmra CC 10 u3Boaa, 4€ MY3UKAHTUTC OT
HCG’bJII‘apCKI/I CTHHUYCCKU IIPpOU3X0od Ca CpCA ABUTATCIUTC, KATAJIMU3aTOPUTC U CHUMBOJIMTC Ha
XI/I6pI/I,I[I/ISaI_II/I}ITa U MOACPpHH3AlUATA B 6”bJ'IFapCKI/I}I MY3UKaAJICH )KHUBOT.

The article is a revised paper from an international scientific conference — Fourth
Meeting of the Study Group “Music and Minorities” of the International Council for Traditional
Music Varna (Bulgaria), 2006 (Organizational Team: Rosemary Statelova - chair, Ivanka
Vlaeva, Ventsislav Dimov). This paper about some early sound evidences of the musical
hybridization, examines a little known, almost not-researched phenomenon in Bulgarian musical
culture: the role of representatives of minorities and of foreign musicians in the production of the
early gramophone records in Bulgaria during the first half of 20th century. The subject of
observation is the body of recordings of folk and popular music from Bulgaria with the
participation of Czech, Jewish, Gypsy, Turkish, Armenian, and Serbian musicians. They are
interpreted not just as individual or group contributions to musical history. Rather, an attempt is
made to examine the modernization of local Bulgarian music from the standpoint of musical
mixing. A conclusion is reached that the musicians of non-Bulgarian ethnic origin are among the
movers, the catalysts, and the symbols of hybridization and modernization in Bulgarian musical
life.

6. Dimov, Ventsislav. 2008. Around the Balkan Passions of the Ethnofusion. In:
Hanu Bnaoe C. Munowesuha. Mehynapoonu nayunu ckyn. 360opnux paoosa , ed. Dimitrije
Golemovic. banba Jlyka, Axkagemujb ymjernoctu, 2008:373-383. (Ned48 ot 001usi cnuchbK)
(Ha AaHIVIMHCKH e3UK)

Pestome. Cratusta pasriexna Bpb3KaTa baiakaHu — TpagullMOHHA MYy3WKa — YBPIJ
M103UK U eTHO (PIO’KBH, KOSITO C€ OKa3Ba aKTMBHMpaHa 3a HaydHuUs MHTepec npe3 90-Te roauHu

Ha XX Bek. AKLIEHTUpA ce BbpXY 3amagHute oOpasu Ha bankanurte upe3 Ybpia MIO3UK U BBPXY



IMO-pa3/]IMYHUTE BBTPCUHIHU IMPEACTABHU Ha 6aJ'IKaHLII/ITe 3a CHOACIICHO MY3UKAJIHO HACICACTBO
KaTo €AUH OT 3HAaIUTE Ha O6H_IOTO MHUHAJIO. HOT’prGHI/I Ca 1 HOBU IIPUMEPHU 3a CUHTC3UPAHC Ha
coOCTBeHa €THO-(PIOKBH My3MKa — TpoIec, 4Ype3 KOHTO ce KOHCTpyHpa OajkaHcKara
UJCHTHYHOCT OT CaMUTE OAIKAaHCKH MY3MKaHTH. TakbB € CIlydasT ¢ MPOeKTa ,,bamkancku KoHe
— MC)KI[y-6aJ'IKaHCKa MY3HUKaJIHa na6opaTopI/I${ C Y4aCTHCTO Ha CTHO-I»Ka3 MY3UKAHTH OT
boearapus, Makenonus, Cepous, ['bpuus, XbpBarcka, Typuus u PympHusI.

Summary. The article looks at the connection Balkans - Traditional Music - World Music
and Ethnic Fusion, which turned on research interest in the 1990-s. It focuses on the Western
images of the Balkans through World Music and on the different internal representations of the
Balkans of shared musical heritage as one of the hallmarks of the common past. New examples
of synthesizing their own ethno-fusion music have also been sought - a process by which Balkan
identity is constructed by Balkan musicians themselves. This is the case with the Balkan Horses
Project - an inter-Balkan music laboratory with the participation of ethno-jazz musicians from

Bulgaria, Macedonia, Serbia, Greece, Croatia, Turkey and Romania.

7. AumoB, Benuucaan. 2009. 3a yaarara ¢ omep3enue u oouy. B: {uues, UBaiisio u
Opimn CnacoB (c¢ber.) Hosume mnaou u nosume meduu. Copus, Uucruryr OrBopeHo
oomecTBo. 2009: 108-126. ISBN 978-954-9828-67-2. (Ne50 oT 0611HsA CUCHK)

CratusiTa € BKJIIOUYEHA B CIIELIMATHO M3JaHUE, [TOCBETEHO Ha HOBUTE MJIQAM U HOBHUTE
Meauu (penakropu u cberaBurenu — Maiino JuueB u Opnun CnacoB). TekcThT MOTBbpXkAaBa
npuHocuTe Ha B. JIUMOB B €1HO M3CIIE0BATEICKO I0JIE, B KOETO € IMOHEP — €THOINON-MY3HKaTa
(Toit e aBTOp Ha mbpBaTa HaydyHa MoOHorpagus mno mnpobiema — ,ETHOmomOoymsT*, 2001).
ABTOpBT 3alIMTaBa Te€3aTa, Y€ uajea HE € caMoO MEeHOpPaTUBHO Ha3BaHHE HA MYy3UKa, a CEPHO3HO
KYJITYPHO SIBIIEHHE C OTHOIIEHHE KbM Ba)KHU BBIIPOCH HAa ChBPEMEHHOTO OBIrapcko OuTHE U
Cb3HAHME: MacH M BJACT, KYJATYpeH H300p M TMOJWUTUKA, KYJATYpHM BOJOJEIM U BOMHHH,
BCEKUJHEBEH J>KMBOT M MPAa3HUYHOCT, MEIUM UM MUTOBE, WHIMBHJyaTHH BKYCOBE U T'PYIOBU
uaeHTuyHocT U np. Karo ce ¢dokycupa Bbpxy nmyOnuuHaTa ped Mpe3 JIeCeTHIETUETO MEXIY
1998 u 2008 r. — mpeca U €NEKTPOHHM MEAHMM, UHTEPBIOTA M KOMEHTAPH, MOJIUTOJIOTUYECKH
aHAM3M W XYAOXKECTBEHH aKLUU — aBTOPBHT aHaIU3upa Meradopara uazea, HACUTEHA C
IUIEOHA3bM, CBIIEBPEMEHHO INpUEMaHa KaTo MapKep Ha KYITypHH BoiHM. Yanrata kato

MeHHﬁHH O6p331/l € CBbp3BaHAa C OPUCHTAJICKOTO W AOPU H3JJUTaHAa KaTO 3HAMC Ha CBIIPOTHBA



Cpelly eaHo3HayHaTa CH BBHINHA W 3amajJHa MOocoKa KyJITypeH u300p, HO OMBa MpejcTaBeHa U
KaTo JJakMyC Ha €BpolncusanusaTa — €IUH OT 06pa3HTe Ha C€THHUYECKaTa TOJICPAaHTHOCT M
Mpeoa0JICHUA HALIMOHAIIU3BM.

Dimov, Ventsislav. 2009. For chalga with disgust and love. In: Ditchev, Ivaylo and Orlin
Spasov (comp.) New youth and new media. Sofia, Open Society Institute. 2009: 108-126. ISBN
978-954-9828-67-2. (Ne50 from the common list)

Resume: This article is included in a special edition, dedicated to the new youths and new
media (editors and compilers — Ivaylo Ditchev and Orlin Spasov). The text confirms the
contributions of the author in a research field, wherein he is a pioneer — ethnopop music (he is
the author of the first scientific monograph on the topic — “The Ethnopop boom”, 2001). The
thesis, that chalga is not only a pejorative denomination for music, but a serious cultural
phenomenon with regard to important matters of modern Bulgarian lifestyle and consciousness:
masses and power, cultural choice and politics, cultural fronts, everyday life and celebration,
media and myth, individual tastes and group identities etc., is defended. By focusing on public
speech in the decade between 1998 and 2008 — press and electronic media, interviews and
comments, political science analyses and artistic campaigns — the author analyses the metaphor
chalga as a marker of culture wars. The media images of chalga make it a symbol of the oriental,
but it is paradoxically presented as a litmus of Europeanization — one of the images of etnic

tolerance and overcome nationalism.

8. Jumos, Benunucaas. 2009. CraBsiHCkH cjeau B 3alucaHaTa Ha rpaMogoHHH
mioun my3uka ot bwarapusi. Slavica Slovaca, Rocnik 44, 2009/1: 31-45. ISSN 0037-6787.
(ERIH PLUS) (Ne54 ot 0011Ms CIUCHK)

CratusiTa € HamucaHa IO MOKaHa Ha aBTOPUTETHO HAy4YHO CIHCAaHUE 3a CIABSIHCKU
u3cienBaHus (BKIOUYeHO B eBpomnelickus pedepatuBeH nnaekc ERIH PLUS 3a xymanuTtaphu u
COLMAJIHM HayKH, T.e. MYOJUKYBaHUTE B HEro TEKCTOBE Ca BUAMMU BHCOKOKAYECTBEHHU
u3cneaBanus). TeKCTHT NpociiesBa CIeIUTe Ha CIaBIHCKU MY3UKaHTH U My3HKa B ObJrapckara
3amMcaHa M MeAuilHa My3uKa OT IbpBaTa nojioBMHa Ha XX BeK. CIIaBSIHCKATE MY3HKaHTH
(BpeMEHHM MUIPAaHTH WM MOCTOSIHHU MMUTPAHTU B Bbiarapus) ce oTkposiBaT cpea QUrypure,
KOUTO TojlaraT OCHOBHUTE Ha OOLIUTE TEHACHIMH 3a pa3BUTHE Ha OBJIrapckaTa My3UKalIHA

KyJnTypa: rpajJckarta JroOuTelcka My3uKallHa KyaTypa (4eXu U XbpBaTH) M IpodecroHaIHU



MY3UKaTHH WHCTHTYIIMU (Y€XW W pPyCHAIM); XYIOKECTBEHAa/apT My3HMKa (UEIIKH MY3UKAHTH:
CaJIOHHHM, BOCHHH M (PHIIXapPMOHUYHHM OPKECTPH) M TOIMYJSIpHA My3HKa (pyCcHamu: moObiarapeHa
eBpoIIeiiCKa U pycKa rpaJcka My3uka; chbpOu: OajgkaHcka eTHomorn My3uka). KirodoBu mymu:
3alrMcaHa MY3HKa; M€I[I/II>1H3. MYy3UKa, My3UKaJlHa HHAYCTpUA, CJIaBAHCKHU MY3UKAHTU-UMUT'PAHTU
B bbarapus; ,,HapogHa My3HKa®; ,,llUIarepHa My3uKa““; €THOIOI MYy3UKa, apT My3HUKa.

»3lavic Traces in the Music from Bulgaria Recorded on Gramophone Plates®. Slavica
Slovaca, 44, 2009, No. 1, pp. 31-45. (Bratislava). The text follows the traces of Slavic musicians
and music in the Bulgarian recorded and media music from the first half of the 20th century. The
Slavic musicians (temporary migrants or permanent immigrants in Bulgaria) founded the basics
of the general trends of development of Bulgarian musical culture: the urban amateur (Czechs
and Croatians) and professional (Czechs and Russians) musicing; art (Czech: saloon, military
and philharmonic orchestras) and popular music (Russians: Bulgarianized European and Russian
urban music; Serbians: Balkan ethno-pop music). Recorded music; media music; musical
industry; Slavic musicians-immigrants in Bulgaria; ,,narodna”/folklore music; ,,shlager”/popular

music; ethno-pop music, art music.

9. ImmoB, BenumciaaB. Jla KOHCTpyHpaml, KaTo H3Meell: 3a eIHH OaJIKAHCKHU
My3ukajaeH ¢ecruBan. — B: Uskycmeama. Ilazapvm. Ilyonukume. Copusi: MHCTHTYT 3a
u3ciaenBane Ha m3kycrBarta, 2013, c. 82-92. ISBN 978-954-8594-44-8. (Ne77 ot ob6urusi
CIIUCHK)

Pesrome. Temute 3a n3KycTBara M KyITYpPHUTE NOJUTHKHU, U3KYCTBATa U UHIYCTPUMUTE U
U3KyCTBaTa MU MEIHMHTE CE€ Cpeliar B ciydas C €THO-IION My3MKaTa M HEMHWTE CLCHWYHU U
MeauitHu  ¢opmatu. MexayHapoaHusT ¢dectuBan 3a aBTOpcku mecHu L, [lupun  donk®,
npoBexaad B CanpaHcku, bearapus, oOsBsiBaH Ipe3 MOCIEIHUTE TOAMHU KaTo ,,bankaHCKUAT
¢dectuBan® Moxke 1a ObJe Bb3MOXKEH (OKYC, B KOWTO bankaHuTe ce onmuTBar Ja ompoBepraBar
OankaHu3zmute. PecTUBAIBT MOKA3Ba Kak OaJIkaHCKaTa €THO-MY3UKa € B ChCTOSIHUE J1a chOepe U
U3rpajy CHOJENECHN IIEHHOCTH Ha EBPOIEHCKOTO M TpaKJaHCKOTO OOIIECTBO 4pe3 IECHHU.
MenauifHuTte pecypcu Ha TakaBa KOHCTPYKLHS ca €JNeKTPOHHH Meauu (paauo, CaTelIUTHU
TEJIEBU3MOHHU KaHaiu) U HOBH Menuu (MHTepHeT kaTo riobdanHa mpexa). TeKCThT Hu3cieBa
¢dectuBana, uznaraiiku ro BbpXy Mperiiel Ha aBTopckaTa My3HKa ¢ €THO eJlieMeHTH Ha bankanute

B MHUHAQJIOTO M CpEIly ChBpeMEHHAaTa KapTMHA Ha (QecTUBaJHUTE cleHW Ha bankanute. B



pamkuTe Ha TpaguuusTa Ha [Tupun Dok, NpoabKUIA ABE NECETHIIETHS, CE OuepTaBaT HOBH,
MaH_Ia6HI/I XOPHU30HTH Ha CTHO-MY3HMKATa Ha bankanure karto CIioacji€Ha MpasHU4YHOCT B €AUH
3aCTpAILIEH CBST.

Constructing through Singing: of a Balkan Music Festival

Abstract. The topics of Arts and Cultural Policies, Arts and Industries and Arts and
Media concur with ethno-pop music. Pirin Folk International Song Festival held in Sandanski,
Bulgaria, styled The Balkan Festival could be a possible focus, where the Balkans could disprove
the Balkanisms. The festival shows how Balkan ethno-music is able to bring together and build
up shared European and civil society values through songs. The media resources of such a
construction are e-media (radio, satellite TV channels) and new media (the Internet as a global
web). The text examines the festival, exposing it against an overview of auteur music with ethno
elements of the Balkans in the past and against the contemporary picture of the Balkan festival
stages. Within the 2-decade-long tradition of Pirin Folk, new horizons of ethno-music in the

Balkans as a shared festivity in an endangered world are looming large.

10. JumosB, Benuuciaap. 2014. BbpXy HAKOM aKTyaJJHH ynorpeOm Ha My3HKaTra B
meauute (MenuiiHusaT BarHep: [JeKOHCTPYKTHBHH pa3nagd HJIH HOBH CHHTe3HM?).
buvncapcko my3zukosnanue, roa. 38, op. 2, c¢. 67-90. ISSN 0204-823X. (Ne83 ot o6mms
CIUCBHK)

Pestome: TekcTbT npencraBs penpeseHTanuu Ha BaruepoBoTo TBOpUECTBO B HOBU MEIUH
(MHTEpHeT), BU3yaJlHU U3KYCTBa, KUHO M peKiaMa. XHUIoTe3aTa €, 4e OTBb/] JeKOHCTPYKTUBHUTE
pasnagy Ha MY3UKaJIHHS TEKCT MEIUNHUTE KOHTEKCTHM MOraT Ja OYepTasT U HOBU CHUHTE3U U
XOPU30HTH Tpej T.Hap. XyJ0KECTBEHAa MYy3MKa M YOBELIKOTO W MNpeXHUBSIBaHE B JHEIIHATa
nocrMmoziepHa cutyauus. Pasrneganu ca BepOanHu o6pa3u Ha BarHep u my3ukaTta My B I€4aTHU
Meauu (B JKypHAJIMCTHUYECKUS/MYONUIMCTUYHNS TUCKYPC, B MH(OPMAIIMOHHK U KOMEHTapHU
TEKCTOBE), BbB BU3yallHaTa MOMKYJITYypa (LIap>KOBe M KapuKaTypH), B EKpaHHUTE U3KYCTBA (KUHO
U TelleBU3Ms), B TOIyJspHaTa My3uka (pOK, I'bHK, MOMN, XUI-XOH, Jka3). W3Bomute ca, ue
»MEIUHHUAT Baruep” e cumyiakpyM, KOMTO He MOXe Jla rmoemMe (YHKIMHTE Ha TOTAJTHOTO
U3KYyCTBO, HO B €l0XaTa Ha MEIUUTE U TEXHUUYECKATa BB3IPOU3BOJNMOCT Ha XYI0KECTBEHOTO

MMPOU3BCACHUC € CCPUO3CH U3CIICAOBATCIICKA 00CKT.



KntouwoBu aymu: Puxapa Barnep, 3amumcaHa M MEOUWHO pPa3NpOCTpaHsABaHA MY3HKa,
peNpE3CHTAlMA, MEAUAIIOJIMTHKA HAa My3HKaTa, CUMYJIaKpyM

On some current uses of music in media (The media Wagner: deconstructive decays or
new syntheses?). The study focuses on representations of Wagner's works in the new media
(internet), visual arts, fi Im and advertising. It is a part of a larger study on music media. The
particular occasion here is associated with the personality of Richard Wagner and his music,
media revitalized around the composer's 200th anniversary, as well as the fi rst Bulgarian
staging of the tetralogy Ring of the Nibelungs. Media music is not just an applied music
(specially composed, produced and performed for the media). It is a sort of "meta-music” with
diff erent options. Any music which is updated, vitalized or (re)constructed in the current media
environment becomes "media music." This label fi ts even art music, which is otherwise rarely
interpreted as media music. The hypothesis here suggests that beyond the music decays of the
deconstructive text, media contexts can outline new syntheses and horizons before the so-called
art music, experienced by humans in today's postmodern situation. To explore Richard Wagner’s
music as "media music" means to focus on the politics of representation, which includes links to
power relations in society, to the constitution of identities, to using art and knowledge in
interpretive constructionist practices (Hall). This does not mean to analyze Wagner's musical
ideas and realizations. Rather, it means the studying of their historical and cultural contexts of
representation, which are in the hands of media and audience. Presented here are verbal images
of Wagner and his music in printed media (informative and commentary texts in the journalistic
discourse), in visual pop culture (cartoons and caricatures), in screen arts (fi Im and television,
advertising), in popular music (rock, punk, pop, hip-hop, jazz). The observations on Wagner and
his music as presented in the media confi rm the statement which says "the medium is the
message” (McLuhan). In such a research paradigm the nature of media, and not so much their
contents, infl uences the structure of society and the message. Media music is the subject of
research precisely as media — not just the music taken as media content, but its new nature as
media culture. In conclusion, it is argued that "the media Wagner" is a simulacrum that can not
take over the role of total art, yet in the age of media and technical reproducibility of art, it is a
serious research subject.

Keywords: Richard Wagner, recorded and media music, representation, music media

policy, simulacrum



11. IumoB, Benuucaas/ Dimov, Ventsislav. 2014. boarapckasi ,,xun-xomn” mMy3bIKa
Kak (eHOMeH aJbTepHATHBHOW :KypHaaucTuku/Bulgarian Hip-hop music as a
phenomenon of alternative journalism. B: CepreeBa, T. C. (pea.). Meouaoopazvl 6
cospemennom ungopmayuonnom npocmpancmee. Kazanb: Kazanckmii ¢enepanbHbl
yHuBepcuter, 2014, c. 25-52. ISBN 978-5-00019-337-2. (Ne87 ot o0mmsi cnuchbk). (Ha
AHTJIMIICKH M PYCKH €3HK)

Crynusara 3ammraBa Te3ara, 4e MMa OBJIrapcka XWI-Xom W (ppuiicTaill My3uKa, KOSITO
4ype3 paanoTo, UHTepHET U yeb 2.0 u3nbiHsIBa PyHKUIMATA Ha alTepHATHUBHA XypHAIUCTUKA. T.
Hap. ,,[ICCCHHU BECTHUIIM HE MOraT Ja 3aMEHST IeYaTHUTE U CJICKTPOHHH MEAWH W HsIMa Ja
HaIpaBiAT XYPHAJIMCTHUKATa HCHYKHA. Te obaue mokas3BaT Kak MYy3UKaTa B MCOAUUTC MOXKC [a
HU3ObJIHABA W KYPHAIUCTUUCCKU (bYHKIII/II/I XHUII-XOII APTUCTUTEC TOBOPAT Ha C3MKAa Ha
nyOnuKaTa. orjacsiBaT JHEBHHsS pel Ha oOLIecCTBOTO, noeMar pojsaTa Ha MeIuHH,
CTpYKTypupamu uHpOpMalusaTa, 3a Ja u3depaT OHE3W TeMU M CHOUTHSA, KOUTO 1a Obaar
MIOCTAaBEHH B CBETJIMHATA HA OOIIECTBEHOTO BHUMaHME, 32 A3 (JOPMYIHpAT CUTHAIHM 33 COLUAITHO
npeaynpexacHie. XuI-xon apTUCTUTE 3aMeCTBAT JKYPHAIMCTHKATa W MHTETpUpaT IPyNH 3a
O0opba che conMaIHUTE POOJIEMHU M MakKap 1moj ¢opMara Ha 3a0aBjcHUE, T¢ CTaBaT €(hEKTUBHH
nyOauuHu KoMyHHKaTopu. Karo ,Hue-My3uka™“ u KaTo M3pa3 Ha KylITypaTa Ha ydacTHE BbB
BUPTYaJIHUTE OOIIHOCTH, T€ Ca HEIIO IOBeYe OT CamMO MY3HMKa WJIM camMO MeIus, 3alloTo
IIPpUTE)KaBaT MYJ'ITI/IMG,I[I/II\/'IHa nepcoHain3anusi, THTCPAKTUBHOCT U AHUAJIOT. TekcTbT IMpUBJINYa
BHUMAaHHETO KbM H3y4aBaHETO Ha MeIua-TIOJUTUKUTE Ha My3WKaTa M aKIEHTHpa MACTOTO Ha
XHUIM-XON My3MKaTa B KOHTEKCTa Ha CTYJEHTCKaTa OHJIAWH paguoCTaHIus ,,Peakiusa®, B KOATO
KaTo ,,HHUe-My3HKa'™“ cTaBa ,,lTyOJIMUHA KYPHAIUCTUKA®, TPUJAOOMBANKN XapaKTEPUCTUKUTE HA
CAWH IOJUTHYCCKU UHCTUTYT — nnaTq)opMa 3a 06HIHOCTHI/I BB3IJICAN U T'paXaAaHCKa aKTUBHOCT.

The article proposes that there is the Bulgarian hip-hop and freestyle on the Radio,
Internet and Web 2.0 has the function of alternative journalism. The “song newspapers” will not
replace the print and electronic ones, and will not make the journalism unnecessary. However,
they show some changes in journalistic functions. The hip-hop artists speak on the language of
the audience. Now that the public, not journalists define the agenda setting, they take over the
role of structuring the information in order to choose those topics and events, which to put in the

public spotlight, in order to formulate social warning signals. The hip-hop artists are replacing



the free journalism and integrate groups to combat social problems. United by collective mission
to worry, in the form of entertainment, they become more effective communicators. As “we-
music” and as an expression of the culture of participation in virtual communities, they are more
than just music or only media, because they have multimedia personalization, interactivity and
dialogue. The alternative media and journalism, such as hip-hop “we-music” differ from the
commercial mainstream, which suppresses the political and civic activity. They are the opposite -
hot, civic, political, critical media. Thus they become part of the “public/ civic journalism” and
have functions of community media. They are humane, because they take out people from the
crowd, talk to its audiences as to potential participants in social processes rather than to passive
observers and consumers. They play an important role in solving societal problems, often hidden
or only ascertained. They are part of the public dialogue and fight for truth, justice and better life
of the society. If this article has a modest contribution to the study of media-politics of music, it
was in drawing the attention towards the hip-hop in the context of students online radios, which
like “we-music” became “public journalism”, acquiring the features of a political institute - a

platform for communal views and civil interests.

12. lumos, Bennucaas. 2016. , KakbB e cnoMmen cranano” IleceHHuTe maMeTHHIIN
3a BoiiHata B JloOpymxka ormpeau 100 rogunu®. Apm ouanoz. Hnmepnem cnucanue 3a

kyaimypa, 2016, Bpoii 4. ISSN 2367-8801. http://artdialog-bg.com. (Ne95 ot 061mms cniucbK)

Crynusita mpoabiDKaBa W3CIEIBAHHUATA BBPXY MECEHHUTE W MEIWHHU TTaMETHHIN Ha
CJIO’)KHATa MCTOPHUS Ha €AMH OBIrapCKH PErHOoH B MEpPHO/a MEXy JBETe€ CBETOBHU BOMHHM, Ha
KOUTO € TMOcCBeTeHa mybnukyBaHata npe3 2012 r. moHorpadus ,,JloOpymka: maMeT U MecHU .
WuTepnperupaT ca 3ByKOBH, CIIOBECHH M BH3YAJIHU JIOKYMEHTH: YCTHA TPAJUIUs, TpaMOQOHHH
TUTOYM, TIECHOTIOWKH, TIpeca, XYyJO0KECTBEHa JUTepaTypa, HOTH, CHHMKH, Npujarar ce
MHTEPAUCHUITUHAPHU HOJXOAU U METOU (eTHOrpadckmy, (GOIKIOPUCTHYHH,
AHTPOIOJIOTUYECKH, Ha MEANA3HAHKETO U 1p.). Upe3 chXxpaHEHHUTE 3BYLU U 00pa3d OT MHHAIOTO
(ycTHa mTameT: BOWHUINKH II€CHH, WCTOPHYECKH HApPOIU TIECHU, CIIOMEHH; HOTHU CBE3KH,
MIECHOMOWKH, apTe(akTH HAa My3UKAJTHATA WHIYCTPHUS: IPaMOPOHHH IJI0YH), C€ MPEIPOUYHTa CTO
TOJIMHY MO-KBCHO HcTopHsaTa Ha JloOpymxka mo Bpeme Ha [IbpBaTa cBeToBHa BoitHa (1916-1918),
3a J1a ce MpEeACTaBH TS B IUIACTHYEH CHHTE3 — Mo3aiika OT rjacoBe W 00pa3u, 4pe3 KOUTO Cce

ImocTura JO0CTOBEPHO U BBJIIHYBAIIO HpI/I6J'II/I)KaBaHe J0 MHHAJIOTO.
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Dimov, Ventsislav. 2016. ,,What a memory it has become” The song memorials for the
war in Dobrudzha from 100 years ago*. Art dialogue. Online magazine for culture, 2016, Issue
4. ISSN 2367-8801. http://artdialog-bg.com. (Ne95 from the common list)

Resume: The paper continues the research on song and media memorials of the complex

history of a Bulgarian region in the time between two world wars, to which V. Dimov’s
monograph “Dobrudzha: memory and songs”, published in 2012, is dedicated. Audio, verbal and
visual documents are interpreted: oral tradition, gramophone records, songbooks, press, fiction,
notes, pictures; interdisciplinary approaches and methods are applied (ethnographic,
anthropological, of media science etc.). The history of Dobrudzha during World War | (1916-
1918) is reread, through the preserved sounds and images from the past (oral memory: soldier
songs, historical peoples songs, memories; note fascicles, songbooks, artefacts of the musical
industry: gramophone records), so it can be presented in a plastic synthesis — a mosaic of voices

and images, through which the past can be approached authentically and excitingly.

13. IumoB, Benuucaas. 2018. KM pazoupanero Ha MeauiiHaTa My3uKa. I ooumHuk
Ha Coguiickus ynueepcumem ,,Ce. Knumenm Oxpuocku®. @axkyimem no HcypHaiucmura u
macoea komynukayus. Tom 25, Copusi: YU ,,C. Kimment Oxpuacku®, ¢. 7-31. ISSN 0311-
4883. (ctyaus). (Ne110 oT 001U CIUCHK)

Cryausita € MbpBU OMHUT TEOPETHYHO J1a c€ 0OOOCHOBE MOHATHETO MEAUHA MYy3HKa KaTo
HOBO MPOOJIEMHO T0JI€ B MEIUMHHUTE u3cienBanus. [IpoyuBaHeTo mpencTaBs HEOOXOAMMOCTTA
OT HM3CJIe[IBaHE HAa MEIUitHaTa My3HMKa 4pe3 MpPeJoCTaBsiHe Ha TEOPETHUYHU U TEPMHUHOJIOTUYHU
OCHOBH 3a HEHHOTO pa3zOupane. Mma nBa Tuma pa3dupaHe Ha KOHLEMIUATA: HHCTPYMEHTAIIHO
(MO-TSICHO M KOHKPETHO) M KYJITYpPaiaHO (MO-IIMPOKO M M0-001110). ABTOPBT CIIOAENS BTOPOTO,
Kato o0OCHOBaBa M300pa CU € HyXKJaTa OT M3CJE/IBaHE HAa MeIUiHATa My3HKa, C pojsiTa Ha
MEAUHUTEe, C HEOOXOAMMOCTTa OT KOMNPOAYKTHBHO WU3CJE/BaHE, KOETO Ja OT4MTa
B3aMMOJICHICTBHETO MEXIy OOIIECTBEH >KMBOT, MEIUU M My3HKa. M3BeAeHH ca OCHOBHHTE
MOAXOAM 3a W3y4YaBaHE Ha MeAWiiHA MY3WKa: KYJATYPOJOTHYECKH, COIMOJIOTHYECKH,
AQHTPOIIOJIOTUYECKUN, Ha MeauiHuTe m3cienaBaHus. CTynuara € cHaljeHa ¢ OoraT HaydeH U
CIPaBOYECH amnapar: HUTUpaHu ca Haja 60 myOnuKanuu Ha OBJITApCKH U aHTTIUHCKHU €3UK.

Towards Understanding Media Music. This article is one of the first attempts in Bulgaria

to theoretically substantiate the concept of media music as a new problematic field in media
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studyes.The study presents the need to explore media music by providing theoretical and
terminological bases for its understanding. There are two types of understanding of the concept:
instrumental (narrower and concrete) and cultural (broader and more general). The choices of
basic approaches to studying media music are justified: cultural, sociological, anthropological,
media studies. Keywords: media music, e-music, approaches: cultural, sociological,

anthropological, media studies.

14. Numos, Benmucnas. 2018. ,Hammsar Tpyn e mneceHTta® (HapojaHaTa My3UKa B
OBJATapcKUTE PagUONpPOrpaMy OT IM'BPBHUTE T'OJMHHM Ha coLMaiM3Ma M HeWHaTa ,,MeKa BIacT").
Cnucanue "Meouanoe”, 2018, Ne3. Jocremao Ha: https://www.medialog-bg.com/?p=1905.
(crynust). (Nel12 ot oOmius CruchHK)

Crarusara ommmMcBa OCHOBHUTE BJIACTOBU KOHIOCHIIUU U MMPAKTUKH, CBBP3aHU C My3UKAaTa B
OBATapCcKOTO pajuo Mpe3 MBbPBUTE TOAMHH HAa COIMANMCTHYecKa bwiarapus — mepuojga Ha
OteuectBeHOGpoHTOBCKA bbharapus (1944-1947), korato mojx eTUKETa ,,HApOHA JEMOKpaIus
3aIroyBa OBJIASIBAHETO HA IBPXKABHO PAUO OT BJIACTTA; U ToTanuTapHus rnepuoa (1948-1956) —
Nepuos Ha ,,KIIACHYECKH CTAIMHU3BM, BpEME Ha 3aBBPIIMIOTO OBIAJSMBAHE HA PAJAUOTO H
MeAuitHaTa My3HKa OT KOMYHUCTHYecKaTa BiacT. DOKychT € BbpXY T. Hap. HAPOJHA MY3HKa B
paanoTO, KOATO B MMBPBUTE FOJWHU Ha OBJITApCKHs ABP)KABEH COIMAIN3BM CE€ OKa3Ba €AMH OT
OCHOBHHMTE NPOBOJHUIM Ha ,,MeKa BiacT*. M3cimensa ce mpUCHCTBUETO W B HAPATUBHUTE HA
KOMYHHUCTHUYECKaTa BJIACT, MSCTOTO W B pajMONpOrpaMuTe, OCHOBHUTE W ¢urypu u dopmaru,
HEHHUTE BIIACTOBH YIOTPEOH KaTo ,,My3UKa 32 HapoJa‘“ ¥ HSIKOH TUCKYpPCH KaTo ,,[ipaBUIHATA" U
,HEMpaBUIIHATA My3HWKa CIope]] BiIacTTa. KiroWoBM IyMmMu: HapoJHAa MY3UKa, COIUAIHU3BM,
bwvarapcko paauo, BiacT, MeKa BIIaCT.

The article describes the main power concepts and practices, related to music in
Bulgarian radio during the first years of socialist Bulgaria — the Fatherland front period (1944-
1947), when the authorities start to take possession of state radio, under the guise of “people’s
democracy”; and the totalitarian period (1948-1956) — a period of “classical Stalinism”, a time of
the completed control of radio and media music by the communist power. The focus is on the so
called folk music in radio, which turns out to be one of the main conduits of “soft power” in the
first years of Bulgarian national socialism. Its presence in the narratives of communist power, its

place in radio programs, its main figures and formats, its power uses as “music for the people”
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and some discourses as “correct” and “incorrect” music, according to authorities, are examined.

Key words: peoples music, state socialism, people's democracy, Bulgarian radio, soft power.

15. Iumos, Bennucaas. 2019. 3a naxon meauiinu Meramop¢osm (kak ,qgajarapm
CTaBaT ,JIUJAEePH HAa TpakIaHCKu Kay3u*). Cnucanue "Meouanoz', 2019, Ne5, c. 8-32.

Hocrenuo Ha: http://www.medialog-bg.com/wp-content/uploads/2019/08/Medialog Issue-

5 2019.pdf (cryaumsi). (Nel114 ot 001MSA CIMCHK)

Pesrome: TekcThT pasricikaa U3rpaxxJaHeTo Ha 06pa3a Ha 3BC3/1aTa B CTHOIIOII MY3HKaTa
U pOJIATAa HA MEAMHUTE U MEUHHATAa My3HKa, KaTo ce crupa Ha fBa ciydas — CiaBu TpudoHoB 1
Azuc. Ha IIPBB MOIJICA MHOI'O0 pa3jiIndHH, TC C€a BCBINHOCT TBBHPAC CXOAHH — KaAKTO IIPpU
MEXaHW3MHUTE Ha MEIUWHOTO HajlaraHe Ha oOpas3a Ha 3Be3/ara, Taka W Ha ymnorpebara Ha
MEIUUTEe B KOHCTPYMpPAHETO Ha NyONWYeH pecypc W TpaxaaHcku opeoin. [lpuero e
MMpEAN3BUKATCICTBOTO da CC UHTCPIPCTUPAT AKTYyaJIHU KYJITYPHU SABJICHUSA IIPE3 Me,I[HfIHHTe UM
IPOCKIHH, KaTO CC U3IIOJI3BAT TCOPCTUYHUTC ITIOCTAHOBKH HaA TaﬁJ’I’Lp KoyeH 3a UKOHOMUKATa Ha
cmaBara U Ha Jlxoysed Hait 3a mekara Biact. KirtouoBW aymH: €THOIION MYy3HWKa, 3BE3Ja,
(deHoBe, HOBU MEJIMH, CJIaBa, MEKa BJIACT.

Summary: The proposed article shares observations on with the construction of the image
of the star in ethno-pop music and the role of the media and media music, with two cases - Slavi
Trifonov and Azis. At first glance, they seem very different, but they are actually quite similar -
as with the mechanisms of media imposition of the image of the star and the use of the media in
the construction of public resources and attachment to civilian causes. The article attempts to
interpret current cultural phenomena through their media projections, using Joseph Nye's
theoretical statements on soft power; Tyler Cowen's for the Economics of Glory. Keywords:
ethnopop music, star, fans, new media, glory, soft power

16. Inmos, Bennucaas. 2019. Biaacrra m My3ukaTa 3a HapoAa B COLMATNCTHYCCKA
bouarapusi. B: H3kycmeomo 6 Eepona: mooenu u udenmuunocmu. H3Kycmeoseocku
yemenusa 2018. Codusi: UHcTuTyT 3a M3cCjeaBaHe HA M3KycTrBara, ¢. 67-77. (NellS or
o01IMs CIUCHK)

Pestome: Ilpemioskenata TemMa KOpPECIIOHIUpPA C HIAKOJIKO TEMaTHUYHM IoJieTa: Je0aTH 3a

oOmioeBporneiickata M HalMOHAJHATa MJIEHTUYHOCT; OINO3ULUUTE ILEeHThp — mnepudepus,


http://www.medialog-bg.com/wp-content/uploads/2019/08/Medialog_Issue-5_2019.pdf
http://www.medialog-bg.com/wp-content/uploads/2019/08/Medialog_Issue-5_2019.pdf

opunmaaTHo — HEO(PHIMAIHO; MapTrUHAIM, BHABPTPAYHA, MUCHICHTH H Ap. JlokmamabT e
pasric€aa OTHOUICHUETO BJIACT — MEAWHN — MY3HKa IIPE3 IIpU3MaTa Ha HACOJIOrn4ecKara yHOTpe6a
Ha MeJuifHaTa My3uKa (HapoJaHa, ecTpajaHa) mpe3 OJM3KOTO MHHAIO0 — bbarapus mpes3 emoxara
Ha coumanusMa (1944—-1989). Mscnensanero € yacT oT padboTa 1O KOJEKTUBEH HAay4yeH IPOEKT
,Mekara BiacT" Ha nmomnysispHara My3uka (1o npumepu ot bearapus u bankanute) u ce 6azupa
Ha aHAIM3M HAa AapXWBHU JOKYMEHTH, paJHoNporpaMd © guckorpadum, o030p Ha
cricquajin3upaHa IHICpuoJruKa W CBUACTCICTBA Ha JIMYHOCTH, YYAaCTHUIM B MPOLCCUTEC.
[TpounTnTe Ha Oens3aHaTa OT UACOIOTHS M COITMAIMCTUYECKA MPOIaraHia My3HKaJlHa KyJITypa B
KOHTCKCTa Ha MCEAMHUTEC OTKpPOABAT HAKOJIKO OCHOBHH AarcHTH, BLB,HCI;'ICTBPISI H pa3Kasu:
HUACOJIOIrMYCCKHN HOPpMAaTUBHU (HapaTI/IBI/I Ha BJ'IaCTTa); HUACOJOIn3UupPaHn IMMPAKTUKH (KOHT@KCTI/ITC B
CUCTeMaTa Ha COLHMAJMCTUYEeCKaTa KYJITypHa IOJMTHUKA); OTIEYAThLUU BBPXY MY3UKAJIHU
TekcToBe. KirouoBu AYMHU: HapoJHa U CSCTpagHa MY3HKa, paanuo, COOUAIN3bM, KOHTPOJI, MCKa
BJIaCT

Abstract: The text ,POWER AND MUSIC FOR THE PEOPLE IN SOCIALIST
BULGARIA* analyses some aspects of the problematic music-power relations in Bulgaria’s near
history in the time of the state socialism (1944—-1989), connected to the popular music, circulated
by the media. Dubbed music for the people here, it’s a non-homogenous massif, in respect to
genre and style, including variations of folklore and popular, labeled in radio and television
programs, as well as on record covers, as folk, estrada, pop, everyday music. The question posed
is: how does power see and use the music for the people (from above)? Key words: music for the

people, folk music, estrada, media music, power.
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