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SUMMARY

This article examines rehearsal practices among Bulgarian dance groups in
diasporic communities across North America. Based on surveys and long-
term engagement, it argues that rehearsals function not only as sites of
program preparation but also as deeply meaningful cultural events.
Rehearsals are conceptualized as dialogic, embodied practices shaped by
homeland traditions, migration, and community life. The study identifies
three principal rehearsal models—ensemble-based, performance-oriented,
and community-centered—each defined by distinct leadership structures,
objectives, and group dynamics. Drawing on an interdisciplinary framework
that includes ethnochoreology, semiotics (Lotman, Eco), sociocultural
theory (Wenger, Goffman), and performance studies, the article positions
rehearsals as spaces of cultural transmission, identity negotiation, and
belonging. Theoretical insights from Ronstrém, Deleuze, and others further
illuminate how rehearsals draw on traditions from the homeland while
evolving into distinctive diasporic cultural forms. In this context, rehearsals
emerge as vital touchstones, reinforcing heritage, fostering pride, and
shaping transnational continuities across bodies, memories, and
generations.

REZUMAT

Articolul de fatd analizeazd modul in care se desfdsoard repetitiile in cadrul
ansamblurilor bulgare de dans in comunitdtile din diaspora nord-
americand. Pe baza unor chestionare si a unei implicdri de duratd, articolul
argumenteazd cd repetitiile functioneazd nu doar ca locatii de pregdtire a
programului, ci si ca evenimente culturale cu semnificatii profunde.
Repetitiile sunt concepute ca practici dialogice, incorporate modelate de
traditii din tara natald, migratii si viata comunitadtii. Studiul identificd trei
modele principale de repetitie—bazat pe ansamblu, orientat spre spectacol
si centrat pe comunitate—fiecare definit de structuri de leadership,
obiective si dinamici de grup distincte. Fundamentat pe un cadru
interdisciplinar care include etnocoreologie, semioticd (Lotman, Eco),
teorie socioculturald (Wenger, Goffman) si studii de performativitate,
articolul defineste repetitiile ca spatii de transmitere culturald, negociere a
identitdtii si apartenentd emotionald si culturald. Perspective teoretice din
Ronstrém, Deleuze si altii evidentiazd si mai mult modul in care repetitiile
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sunt ancorate in traditii din tara natald, dar evolueazd in forme culturale
diasporice distincte. In acest context, repetitiile se contureazd ca repere
vitale, consolidind patrimoniul, cultivand mandria si  modeland
continuitdtile transnationale prin corpuri, amintiri si generatii.

Keywords
Bulgarian dance, diaspora, rehearsal, embodiment, community, identity, North
America

INTRODUCTION

Dance rehearsals within diasporic communities are complex cultural
entities that invite multiple interpretative lenses—historical, ethnochoreological,
sociological, semiotic, psychological, and more. Each perspective brings insights
into the lived experiences of migration and cultural continuity. This article focuses
on rehearsals of Bulgarian folk dance groups in the United States and Canada,
asking: What is the structure and process of these rehearsals? What do they mean,
beyond mastering steps and figures, for the dancers, leaders, and communities
involved? What do they do? The motivation behind this study is rooted in both a
long-term engagement with dance research and a broader disciplinary
commitment to understanding dance within cultural contexts.

In the early 2000s, when Bulgarian dance activities in North America were
still relatively limited, only a small number of cultural centers and dance schools
had been established by recent immigrants. This landscape began to change
around 2011 with the emergence of new Bulgarian community organizations and
the launch of the Verea Folk Festival in Chicago, which became an important
gathering point for diasporic dance groups. Over the past fifteen years, Bulgarian
folk dance activity in North America has expanded considerably, giving rise to
performances, festivals, and community events. Yet rehearsals—the behind-the-
scenes processes through which performances are shaped and sustained—have
remained largely undocumented and undertheorized.

This study brings those rehearsal spaces into scholarly focus. It suggests
that Bulgarian dance rehearsals in North America, while drawing on traditions
from the homeland, have evolved into distinctive diasporic cultural forms shaped
by migration, adaptation, and community life. Based on surveys, interviews,
observation, and sustained engagement with Bulgarian dance communities in
North America, rehearsals are examined not simply as preparation for
performance but as significant social and cultural practices.

Theoretical Framework

Lotman’s concept of the semiosphere (1992") offers a compelling lens
through which to view rehearsals: each rehearsal—or fragment of cultural text—

" See also Eco (2001).
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contains mechanisms through which an entire cultural system may be
understood. In this framing, rehearsal functions both as a connection to the home
culture and as a dynamic site of transformation within a new environment.
Lotman’s opposition of “center—periphery” may be reimagined as “yesterday-
today,” especially visible in the inclusion of ensemble pieces from the 1960s and
1970s—often selected when the choreographer comes from an “old-school”
background. These repertoires, now recontextualized through rehearsal, are
becoming part of the dancers’ personal and collective bodily and cultural memory.
At the same time, new choreographies are introduced and adopted into the
group’s repertoire, shaping both the sound and image of contemporary diasporic
life.

Eco’s (1984) ideas on plurality of interpretation and intertextuality further
expand the scope of analysis. In such a framework, each rehearsal may be viewed
as a text in dialogue with other texts of memory, migration, identity, and
traditions. Simultaneously, the rehearsal itself is of a dialogic nature (Ivanova-
Nyberg 2015").

Additional insights emerge from Deleuze and Guattari’s “vegetal model of
thought,” which favors the rhizome over arborescent thought (Deleuze 1994;
Deleuze & Guattari 1987). This rhizomatic perspective helps me see diasporic
rehearsals not as branches of a single cultural tree, but as distinct cultural nodes
with their own histories, meanings, and trajectories (lvanova-Nyberg,
forthcoming). At the same time (via Lotman), each such node may function as a
fragment of a cultural text, containing mechanisms capable of reconstructing an
entire cultural system. In this framing, rehearsals are not merely vehicles for
sustaining Bulgarian cultural heritage, but also creative spaces in which cultural
meanings are reinterpreted, negotiated, and newly produced through embodied
participation and social interaction.

Rehearsals are also viewed as transformative experiences (Paul 2014),
sites of physical engagement with Bulgarian dance, and as cultural events that
generate meaning through embodied participation. These experiences unfold
within communities of practice (Wenger 1998). They are shaped by particular
patterns of social interaction (Goffman 1956), and are sustained through ongoing
processes of cultural engagement.

This broad interdisciplinary approach is also informed by the frameworks
proposed by Ronstréom (1989) and Buckland (1988). The latter enables the
examination of the dual nature of rehearsal, seen as both a processual activity
aimed at mastering a performance product and a singular cultural event. Each
rehearsal is uniquely experienced, provoking specific affective resonance (Survey
2025).B

2 My paper on the dialogic structure of rehearsals (Ivanova-Nyberg, 2015), was inspired by Bakhtin
(1986), and focused on the choreographer’s utterances.

3 The interdisciplinary framework could be expanded even further (in exploring the methodology
of the anthropology of experience, for example (see Turner & Bruner 1986).
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This research builds upon two streams of study: one in Bulgaria, which
provides historical and cultural context (lvanova-Nyberg 2011), and another in
North America.

PREVIOUS RESEARCH

Rehearsal models in Bulgaria

The Bulgarian folk dance practice encompasses three distinct rehearsal
models: the folk dance group, the ensemble, and the dance club. Although these
models share certain practices and occasionally influence one another, they
emerged in different social and institutional contexts and should not be
understood as stages of a single developmental trajectory. Rather, they represent
distinct approaches to organizing dance activity, each characterized by its own
goals, rehearsal structures, aesthetic principles, and understandings of
performance.

The folk dance group rehearsal model

The folk dance group rehearsal model is rooted in the tradition of
organized amateur dance activity and is primarily oriented toward public
performance. Since the 1960s and 1970s, many such groups have been led by
professional choreographers, often accompanied by a co-repetiteur, most
commonly an accordionist. Rehearsals emphasize coordinated movement, shared
aesthetics, and collective stage presentation, while remaining less formalized
than those of ensemble formations. Although warm-up exercises and technical
preparation may be included, rehearsals generally do not incorporate the fully
developed training system characteristic of ensemble practice.

The ensemble rehearsal model

The ensemble rehearsal model was established within the system of
Bulgarian professional folk ensembles in the 1950s. Historically, the
term ensemble referred to professional tripartite formations comprising
instrumentalists, singers, and dancers. Since the 1970s, however, the term has
also been adopted by highly accomplished amateur and semi-professional groups
seeking to emphasize the artistic unity and collective character of their
performances. Consequently, in contemporary Bulgarian usage, the
designation ensemble does not necessarily imply a professional tripartite
formation but may refer more broadly to a dance group with a developed
performance profile and a strong sense of collective artistic identity.

The ensemble rehearsal model is characterized by a highly formalized
structure and a professional approach to training and performance. Rehearsals
are led by professional choreographers and accompanied by a co-repetiteur.
Training typically includes character exercises that blend ballet and folk
movement, initially known as trenazh and later more commonly referred to
as ekzersiz, as well as barre work, diagonal exercises, combinations (sections of a
dance), and choreographies. Formal rehearsal etiquette, including bows
performed in unison at the beginning and end of rehearsals, specialized attire, and
a strong emphasis on discipline, precision, and collective performance, is integral
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to this model. Advanced amateur dance ensembles often adopt and closely follow
this rehearsal model.

The dance club rehearsal model

Emerging in the early twenty-first century, the dance club rehearsal model
developed into a hybrid cultural form that combines recreational, social, fitness-
oriented, and performance-related elements. Although primarily conceived as a
leisure activity, club rehearsals adopted certain practices associated with both
folk dance groups and amateur ensembles while developing their own distinctive
practices and organizational life. The repertoire consists predominantly of folk
dances (hora—pl. of horo) intended for broad participation, whether derived
from archival sources or newly choreographed compositions. Rehearsals place
particular emphasis on enjoyment, social interaction, physical activity, and
collective engagement, while also fostering the development of dance skills and
group performance. A distinctive feature of the Bulgarian club model, compared
to many recreational dance clubs elsewhere, is its strong orientation toward
competitions, stage performances, and even international tours.

In contemporary Bulgaria, these three rehearsal models coexist and
continue to shape dance practices in different ways. While distinct in structure,
purpose, and orientation, all contribute to the transmission, reinterpretation, and
ongoing vitality of Bulgarian folk dance.

THE NORTH AMERICAN FIELD RESEARCH (2011-)

On the Typology of the Rehearsal Models (2024-2025 survey’s outcomes')

The survey was distributed among members of groups whose
performances (“products”) | have come to know through the folk festival
“Verea” and other contexts.” Along with information about one’s group and
personal details, the Survey aimed to collect responses regarding how this regular
practice is named, its structure and flow, various technical details, and
descriptions of the time after the practice ended. A specific set of questions
addressed warm-up practices and rehearsal clothing. Another set was devoted to
dancing and motivation, inviting a reflection on the impact of rehearsal on one’s
life abroad.

The scope of the survey extends far beyond the limits of a single article.
So too are the possible interpretations of responses. Here, let us focus on one
aspect: rehearsal models.

4 In English:
https://www.academia.edu/129440939/Rehearsal_Practices_of Bulgarian_Dance_Groups_in_No
rth_America_Survey

In Bulgarian:

https://docs.google.com/forms/d/e/1FAIpQLSeSXZHWTwGMR8zy-9JzEhmP1tX9IQfzOrwG_KsSQ-
rINYiyOw/viewform

s Among these are groups from Chicago (lllinois), San Francisco, San Jose, San Diego California),
Atlanta (Georgia), Minneapolis (Minnesota), Denver (Colorado), Boston (Massachusetts),
Montreal (Quebec), Vancouver (British Columbia), Seattle, Washington, New York, NY, and
more.


https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
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The ensemble rehearsal model

Along with demographic factors, the group leader’s qualifications are of
crucial importance. In a state such as lllinois, with a Bulgarian population
comparable to that of an average Bulgarian city, many first-generation
immigrants have either a professional dance background or lifelong experience in
dance groups or ensembles in Bulgaria. As observed, such Chicago groups (and
groups in other larger states) established ensembles whose practices are deeply
influenced by the Bulgarian school of choreographic training and stage
performance. This presents the ensemble rehearsal model, which incorporates
most of the key elements listed earlier: uniform attire, complete character
exercises (in some cases, set to recorded music prepared explicitly for this
purpose), focused attention on each detail, and numerous repetitions to achieve
dancing in unison.

A notable difference is the absence of the accordionist as co-repetiteur.
Another is that bows at the beginning and end of rehearsals are not always
practiced. In Bulgaria, such a “ritual” includes a bow to the choreographer and a
bow to the musician at the beginning and end of the rehearsal—a metaphorical
wrapping of the rehearsal into a time devoted to artistic practice, with the closing
of the door to the world outside the rehearsal hall. Some, back in Bulgaria, like
choreographer Todor Bekirski, viewed the bow as a gesture of gratitude for
shared time and space. My recent survey showed that most North American
respondents bow only in preparation for a performance, as part of stage
etiquette.

Performance group rehearsal model

The performance group rehearsal model is led by someone with
experience in Bulgarian folk dance, sometimes with formal training from the
National School of Dance Art in Sofia or another higher institution. Such leaders
often build on the methods and repertoire of their former teachers or
choreographic schools, adapting them with the help of digital resources or
support from former dance teachers or choreographers from Bulgaria.

Most participants are new to folk dancing, developing their dance skills
over the years. The warm-up loosely incorporates elements of the ensemble’s
exercise, although this largely depends on the dance leader’s background and the
group’s profile.

As a rule, leaders with no formal training rely more heavily on YouTube
and social media for finding an appealing repertoire.

Community-centered model

Opposite the ensemble rehearsal model lies the community-centered
dance gathering model. This is the model closest to the Bulgarian club, although
these groups rarely perform (unlike the clubs in Bulgaria, which compete and
perform regularly). In these settings, warm-ups may include simple physical
movements or popular line dances like Pravo horo. Or the warm-up may be
skipped entirely. Such groups may or may not have a professional choreographer.
In the latter case, decisions regarding structure and repertoire are negotiated
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among members. YouTube often serves as a primary resource for dance learning,
providing a wide range of videos from Bulgaria and the global Bulgarian diaspora.

Further distinctions

In ensemble-style diaspora rehearsals, professional terminology from the
Bulgarian choreography school is often retained. In the performance and more
community-driven models, terminology evolves organically, reflecting group
dynamics and preferences.

While the ensemble model developed a strict character exercise, some
respondents from other groups in the survey said that they do not warm up with
exercises but instead begin dancing a slow horo. Some groups did not develop a
warm-up part.

Often, former professional dancers and choreographers establish two
kinds of groups—performance-oriented and a group for learning popular hora. In
these cases, the type of dance gatherings varies. However, when attendees are
part of both the performance and recreational groups, the practice may also take
the path of arehearsal.

Shared features across diasporic dance practices and rehearsal models

Despite the diversity of dance practices and rehearsal models, several
themes emerge across the material, including identity and visual markers,
rehearsal rhythm and space, public performances, language use,
intergenerational participation, and leadership.

Most group members believe that the uniform makes the dancers’
membership in a particular group visible, thus strengthening the group’s identity
awareness. Creating T-shirts with the group’s name and logo became the most
common practice. Logos symbolize either a dancing couple, figure(s), or an
element of Bulgarian traditional textile or clothing (gaytani, kanatitsa, and
others).”® Belonging to a group (that, according to the group’s members, has
something beautiful to offer to the world—the Bulgarian music and dance)
increases both individual and collective pride.” Wearing the group’s T-shirt
outgrew the function of a suitable outfit for dance practice and became a marker
of pride (individual and collective), even a statement: “This is who we are, and this
is what we do in representing our culture.”

Most performance-oriented groups meet once a week. Rehearsals are
commonly structured around three components: warm-up, learning new
steps/figures/choreography, and refreshing some of their old material. The way
each group balances these parts varies significantly. Rarely do groups own their
rehearsal space (the rented places include dance studios, church salons,

6 Logos are subject for a separate study that is under development.

'7 For a further discussion, see Sullivan (2014).

18 “Because every ensemble is a team and a small, close-knit community that has come together to
do something together;” “The playing attire respects and is an important part of the overall
perception of the team, both as a whole and individually for everyone who decides to be part of
this team—it teaches them order, discipline, responsibility, and respect!;” “Creates a sense of
belonging” (Survey 2025).
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community center rooms, halls, gyms, and sometimes parks), so the way dance
gatherings and rehearsals are held depends on the physical space.

In general, rehearsals recur regularly, take place in designated spaces, and
have clearly marked beginnings and endings. They unfold in a specific rhythm that,
as Huizinga (1972) reminds us, is characteristic of play.

Typically, a group presents its repertoire at festivals and public
performances. The most advanced groups (the ensembles) also prepare full-
length staged productions annually. A recent development is the participation of
some groups, or a representative team, in Bulgarian or mixed-marriage weddings
(with a specific program and full stage costumes) (see Ivanova-Nyberg 2023).

Typically, group members remain in the hall or gather in the nearby room
after the end of the rehearsal. Then they celebrate birthdays, national holidays,
other occasions, chat freely, or discuss details about upcoming performances.
Most commonly, people bring beloved Bulgarian food, such as banitsa (made
from white or feta cheese and filo dough), traditional round Bulgarian bread (pita,
pogacha), and other desired goodies.” Only those who have long drives home
(some leave as far as an hour and a half away) sometimes skip this vital part of the
gathering. However, such an extended stay (with food and wine) is possible only
if the group has a specific contract with the studio’s owner or owns the rehearsal
hall.

Typically, if the group has both adults and teens, the adults speak
exclusively in Bulgarian, while their children (the teens) exercise their Bulgarian
but switch to English when talking among themselves. Children and teens do not
necessarily remember Bulgarian words, but they do remember with their bodies
the dance steps/movements/choreographies along with the music.

Most group leaders also work with children. Some children are now young
adults with nearly 10 years of dance experience, and they continue to dance.

Most of the group’s members are women.

The role of the dance leader is, again, of crucial importance (after ten
years in an ensemble, one is more likely to ask with whom one has danced rather
than what one has danced). Such a question, however, is relevant only for groups
with strong leadership.

What does the rehearsal mean to you?
This part of the survey focuses on motivation and reflection. It contains
questions such as:
e Would these gatherings still be meaningful to you without public
performances and festival appearances?
e What role do these rehearsals play in your life?

e Has your life changed through your participation in the group? If so, how?

19 “The small Bulgarian ‘island’ and the table are the additional bond of the group and the place
where everyone relaxes and shares feelings, thoughts and experiences from the previous
week”; “The role is unifying, as if we are part of something special”’; “Everyone brings
something! That way, everyone contributes to the table, and I think that's how we get closer!”
(Survey 2025).
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e What qualities have rehearsals and performances helped you develop?
e Please share an example of something you did not know about Bulgarian
folklore that
You have learned during your time as an active participant in the group
e If you attend rehearsals of a group in Bulgaria (when visiting), please
describe any
differences or unique features you noticed.

The answers to these questions reveal something essential: the
performances are vital, yet the social dimension is equally significant. Participants
value not only the goal of performance but also the relationships and sense of
belonging cultivated through the rehearsal process.

Many respondents strongly identify themselves with the group and its
activities: “These rehearsals are not part of my life; they are my life.” Or, “I live
from rehearsal to rehearsal.” “This is my second family,” “This is my everything:
my love and my joy.” Others say: “Far from Bulgaria, these practices keep me
close to my roots.” “My life became even more vibrant and exciting.” “There are
a lot of positive changes. It gave me the Bulgarian social environment that | was
missing before.”

The respondents noted how many and various qualities the rehearsal
helped them develop: a community spirit, stage performance skills, discipline,
concentration, responsibility, awareness of the ways to support each other,
overcoming shyness, being on time, and more. People acknowledged how much
they had learned over the years about Bulgarian music and dance, regional
specifics, the traditional Bulgarian calendar, and more. Those who traveled to
Bulgaria and had observations about Bulgarian groups shared that they sensed a
different level of group belonging, which, to them, was higher abroad. This is a
valid observation, as the sense of belonging to a Bulgarian group abroad is also
realized through the practice of the Bulgarian language, which is essential. As
some Bulgarian poets put it, “the language is the homeland.”

Personal reflection on the bow

A useful example comes from Seattle Cheta Performance Group (at the
Bulgarian Cultural and Heritage Center of Seattle). For this group, the bow at the
end of the rehearsal is a canon. Not at the beginning of the rehearsal; there is no
bow to set a strong start. On Friday evenings, people often arrive directly from
work, sometimes a little late. However, the bow at the end brings together
everyone, in the meaning addressed earlier—in respect to the place and the time
together, but also to the kaval player (Vasil Denev), who has played regularly
during the rehearsal since 2015.

The presence of a live musician is a rare privilege in the diaspora, adding
depth to both our rehearsals, performances, and community events. With this
personal reflection, | want to underline that having a musician and dancing to live
music, along with recorded music, is an exception.
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REVISITING EARLIER RESEARCH AND NEW INSIGHTS

A parallel between rehearsal models and dancers’ experiences of
performing groups in Bulgaria and North America would not have been possible
15 years ago. Yet today, with the established folk dance practices in the United
States and Canada, the author sees a straightforward connection to some of the
key characteristics of the ensemble rehearsal in Bulgaria. Earlier (Ivanova-Nyberg
2011), the rehearsal process was examined through Huizinga’s concept of play,
particularly its structure, meaning, and flow. Alongside Homo Ludens, the analysis
was also shaped by Lotman’s works (1990, 1992, 2001) and Uspenski’s writings on
cultural memory (1990: 217-243). The latter enhanced the author’s understanding
of the cultural role of rehearsals (when one dance has been danced, it remains in
the memory of the group; it becomes cultural memory).

Similarly, Malinowski’s views on culture (1990) and more specifically his
Functional theory (2004) offered a useful framework for considering the notion
of “urge.” In the scheme “urge—physiological consumption—physical
satisfaction” used by Malinowski, the urge to move (in the observed case, to
dance) was understood in two ways—as an urge that leads to direct satisfaction,
and (2) as an urge that is aimed at first to create an instrument through which
satisfaction can be achieved (2004: 148).

A renewed engagement with such a perspective, now with Bulgarian
North American groups in mind, sheds further light on the dual nature of rehearsal
as both work and celebration, during which participants may experience flow
(Csikszentmihalyi 2001).

This current research suggests that rehearsals serve as a means of
transformation on multiple levels: psycho-physiological, sociological, and more.
The rehearsal and the subsequent performances not only helped many overcome
shyness. Over the years, these practices became “stored” in bodily memory,
introducing new—and in many cases entirely unfamiliar—forms of movement
and bodily behavior. Such embodied experiences and movement practices now
function as a form of cultural memory specific to the group with which one has
danced. This transformative experience and cultural knowledge cannot be taken
away (after Paul 2014); they have already brought about changes in the way one
thinks about culture, cultural representation, and oneself, as well as in the way
one moves, performs, and appreciates the performances of others.

The study of dance experience through the body reveals a fundamental
human urge to move. Moreover, it creates energy and physical bonding with the
rest of the dancers, building a specific mutual “body of energy”.

The physical distance from Bulgaria reshapes the preconceived, often
controversial interpretations of folk practices among those who choose to begin
a new life across the Atlantic Ocean. In most cases, and especially for young and
middle-aged professionals, attending a dance rehearsal opens a new chapter in
their lives, combining social and physical needs with performance skills developed
through routine practice. It imbues the individual and creates collective pride,
shaping both the individual’s and the group’s identity.
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Harari (2018, Chapter 5: “Humans Have Bodies”) asserts that while societal
constructs such as religion and nationalism may come and go, the intrinsic
connection to our physical selves remains essential for genuine well-being and a
sense of belonging. Dance rehearsals in Bulgaria, but especially in diasporic
settings, secure such a connection. This quote highlights the importance of
physical gatherings in small groups. It also evokes Dan Ben-Amos’s (1971) well-
known definition of folklore as “artistic communication in small groups,” which,
in the present study, takes the form of a shared embodied cultural practice
centered on music and dance.

The picture of Bulgarian folk dancing in North America can be understood
as a tapestry or patchwork in which the whole “text” consists of multiple
interconnected texts. From a semiotic perspective, its wholeness emerges
through the dynamic relationship between center and periphery —between folk
dance practices in the homeland and their diasporic reinterpretations abroad
(since the center—periphery divide constitutes one of the organizing principles of
the semiosphere). At the same time, this relationship may also be understood
through the temporal lens of “yesterday” and ‘“today.” In some respects,
diasporic dance practices preserve characteristics associated with earlier, often
pre-professional forms of folk dance in Bulgaria, while remaining deeply shaped
by contemporary transnational cultural circulation via YouTube recordings, social
media, and present-day Bulgarian dance clubs. These cultural entities “read” and
interpret other texts while also constantly creating new ones and inviting new
readers and interpreters. They leave behind records of the product—the
performances—but only rarely of the process. Yet the process itself—rehearsals
and the series of singular events they comprise—deserves attention no less than
the performances themselves.

CONCLUSION

The diasporic rehearsal emerges as a distinct cultural practice, shaped not
solely by origin but by its relocation and reconfiguration within new sociocultural
environments. Framed through interdisciplinary research perspectives, the
rehearsal appears as a culturally charged, interpretive, and transformative site
where traditions are not only transmitted but also reimagined through and within
the body.

Serving a dual role as both a goal-oriented and recreational practice,
rehearsals are central to building community bonds through music, dance, and
shared heritage. They also infuse specific tones and colors into the sound and
image of migration (after Ronstrom & Lundberg, 2021).

For most participants, their groups function as extended families. Thus,
rehearsals become vital not only for physical activation and psychological release
but also for sustaining and nurturing these familial bonds. Living abroad, united
by Bulgarian music, dance, language, and a shared cultural past, present, and
future, members of these diasporic dance groups express a deeply held sense of
belonging and continuity.
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CE SE INTAMPLA iN REPETITIILE UNUI GRUP BULGAR
DE DANS DIN STATELE UNITE SI CANADA? O
ABORDARE INTERDISCIPLINARA

Cuvinte cheie
Dans bulgar, diaspora, repetitie, incorporare, comunitate, identitate, America de
Nord

INTRODUCERE

Repetitiile de dans in comunitatile din diaspora sunt contexte culturale
complexe care pot fi interpretate din puncte de vedere multiple—istorice,
etnocoreologice, sociologice, semiotice, psihologice si altele. Fiecare perspectiva
aduce perceptii valoroase din sfera experientelor trdite ale migratiei si
continuitatii culturale. Articolul se axeaza pe repetitiile unor grupuri bulgare de
dansuri traditionale din Statele Unite si Canada, punand intrebarea: Care este
structura si procesul acestor repetitii? Ce inseamna ele, dincolo de invatarea
pasilor si figurilor, pentru dansatori, lideri si comunitatile implicate? Ce fac ele?
Motivatia din spatele acestui studiu are radacini atat intr-o indelungata implicare
personala in coreologie, cat si intr-un angajament disciplinar mai extins de
intelegere a dansului in contexte culturale.

La Tnceputul anilor 2000, cand activitatile din sfera dansului bulgar din
America de Nord erau inca relative limitate, doar un mic numar de centre culturale
si scoli de dans fusesera infiintate de imigrantii nou sositi. Peisajul a inceput sa se
schimbe 1n jurul anului 2011, marcat de aparitia unor organizatii comunitare
bulgare si de lansarea Festivalului Verea Folk la Chicago—un punct de intalnire
important pentru grupurile de dans ale diasporei. In ultimii cincisprezece ani,
activitatea din sfera dansului bulgar in America de Nord s-a extins considerabil,
generand spectacole, festivaluri si evenimente comunitare. Totusi, repetitiile
(acele procese din spatele scenei care dau forma si sustin un spectacol) au ramas
in mare masura nedocumentate si insuficient teoretizate.

Cercetarea de fata abordeaza acele spatii de repetitie din punct de vedere
stiintific. Aceasta sugereaza cd repetitiile de dans bulgar din America de Nord, desi
se inspira din traditiile din tara natala, au evoluat in forme culturale diasporice
distincte, modelate de migratie, adaptare si viata comunitara. Pe baza sondajelor,
interviurilor, observatiilor si a implicarii sustinute in comunitatile de dans bulgar
din America de Nord, repetitiile sunt examinate nu doar ca o pregatire pentru
spectacol, ci ca practici sociale si culturale semnificative.

CADRUL TEORETIC

Conceptul lui Lotman despre semiosferd (19922°) ofera o prisma excelenta
prin care sa observam repetitiile: fiecare repetitie—sau fragment de text

20V, si Eco (2001).
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cultural—contine mecanisme care pot reconstrui un intreg sistem cultural. Tn
acest cadru, repetitia functioneaza atat ca o conexiune cu cultura natala, cat si ca
o locatie dinamica de transformare in cadrul unui mediu nou. Opozitia lui Lotman
dintre ,,centru si periferie” este reimaginata ca ,,ieri si azi”, vizibila mai ales in
includerea pieselor de ansamblu din anii 1960 si 1970—selectate adesea atunci
cand coregraful provine dintr-un mediu de ,,scoala veche”. Aceste repertorii,
recontextualizate acum prin repetitie, devin parte din memoria culturala si
corporala personala si colectiva a dansatorilor. Totodatad, in repertoriul grupului
sunt introduse si adoptate coregrafii moderne, modeland atat sunetul, cat si
imaginea vietii diasporei contemporane.

Ideile lui Eco (1984) despre pluralitatea interpretarii si intertextualitatii
extind si mai mult sfera analizei. Intr-un astfel de context, fiecare repetitie poate
fi vazuta ca un text in dialog cu alte texte despre memorie, migratie, identitate si
traditii. Totodata, repetitia insdsi are o factura dialogica (Ivanova-Nyberg 2015*").

Perspective suplimentare reies din ,,modelul vegetal de gandire” al lui
Deleuze si Guattari, care favorizeaza rizomul in detrimentul gandirii arborescente
(Deleuze 1994; Deleuze & Guattari 1987). Aceasta perspectiva rizomatica ma ajuta
sa vad repetitiile diasporei nu ca ramuri ale unui singur arbore cultural, ci ca noduri
culturale distincte, cu propriile istorii, semnificatii si traiectorii (lvanova-Nyberg, in
curs de aparitie). In acelasi timp (via Lotman), fiecare astfel de nod poate
functiona ca un fragment al unui text cultural, continand mecanisme capabile sa
reconstruiascd un intreg sistem cultural. In aceastd incadrare, repetitiile nu sunt
doar vehicule pentru sustinerea patrimoniului cultural bulgar, ci si spatii creative
in care semnificatiile culturale sunt reinterpretate, negociate si produse din nou
prin participare Tncorporata si interactiune sociala.

Repetitiile sunt, de asemenea, privite ca experiente transformatoare (Paul
2014), locatii de implicare fizicd in dansul bulgar si ca evenimente culturale care
genereaza sens prin participarea incorporatd. Aceste experiente se desfdsoard in
cadrul comunitatilor de practicd (Wenger 1998), fiind influentate de anumite
modele de interactiune sociala (Goffman 1956) si sustinute prin procese continue
de implicare culturala.

Aceasta ampla abordare interdisciplinara este inspirata si de cadrele
propuse de Ronstréom (1989) si Buckland (1988). Acesta din urma permite
examinarea naturii duale a repetitiei, vazuta atat ca o activitate procesuala care
vizeaza stdpanirea unui produs performativ, cat si ca un eveniment cultural
singular. Fiecare repetitie este traita iTn mod unic, provocand o rezonanta afectiva
specifica (chestionar 2025)*.

Aceasta cercetare se bazeaza pe doua directii de studiu: una in Bulgaria,
care oferd context istoric si cultural (Ivanova-Nyberg 2011), si alta in America de
Nord.

> Lucrarea mea despre structura dialogica a repetitiilor (lvanova-Nyberg, 2015) a fost inspirata de
Bahtin (1986) si s-a axat pe expresiile coreografului.

22 Cadrul interdisciplinar ar putea fi extins si mai mult (in explorarea metodologiei antropologiei
experientei, de exemplu (v. Turner & Bruner 1986).
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CERCETARI ANTERIOARE

Modele de cercetare in Bulgaria

Practica dansului popular bulgar cuprinde trei modele distincte de
repetitie: grupul de dansuri traditionale, ansamblul si clubul de dans. Desi aceste
modele au in comun anumite practici si se influenteaza reciproc uneori, ele au
aparut in contexte sociale si institutionale diferite si nu ar trebui intelese ca etape
ale unei singure traiectorii de dezvoltare. Mai degraba, ele reprezinta abordari
distincte ale organizarii activitatii de dans, fiecare caracterizata prin propriile
scopuri, structuri de repetitie, principii estetice si conceptii despre spectacol.

Modelul de repetitie al grupului de dansuri traditionale

Modelul de repetitie al grupului de dansuri traditionale este inradacinat in
traditia activitatii de dans amator organizate si este orientat in principal spre
spectacolul public. Din anii 1960 si 1970, multe astfel de grupuri au fost conduse
de coregrafi profesionisti, adesea nsotiti de un corepetitor, cel mai adesea un
acordeonist. Repetitiile pun accent pe miscarea coordonatad, estetica comuna si
prezentarea scenica colectiva, ramanand in acelasi timp mai putin formalizate
decat cele ale formatiunilor de ansamblu. Desi pot fi incluse exercitii de incalzire
si pregatire tehnica, repetitiile, Tn general, nu Tncorporeaza sistemul de instruire
complet dezvoltat, caracteristic practicii de ansamblu.

Modelul de repetitie al ansamblului

Modelul de repetitie al ansamblului a fost stabilit in cadrul sistemului de
ansambluri folclorice profesioniste bulgare in anii 1950. Din punct de vedere
istoric, termenul de ansamblu se referea la formatiuni tripartite profesionale,
formate din instrumentisti, cantareti si dansatori. Totusi, din anii 1970, termenul a
fost adoptat si de grupuri de amatori si semi-profesionisti de Tnalta performanta,
care cautau sa sublinieze unitatea artistica si caracterul colectiv al spectacolelor.
Prin urmare, in utilizarea contemporana in Bulgaria, denumirea de ansamblu nu
implica neapdrat o formatie tripartita profesionald, ci se poate referi, intr-un sens
mai larg, lIa un grup de dans cu un profil de spectacol bine dezvoltat si un puternic
simt al identitatii artistice colective.

Modelul de repetitie al ansamblului se caracterizeaza printr-o structura
extrem de formalizatd si o abordare profesionala a antrenamentului si a executiei.
Repetitiile sunt conduse de coregrafi profesionisti si acompaniate de un
corepetitor. Antrenamentul include de obicei exercitii de caracter care imbina
baletul si miscarea folclorica, cunoscute initial sub numele de trenazh si mai tarziu
mai frecvent de ekzersiz, precum si exercitii la bard, exercitii diagonale, combinatii
(sectiuni ale unui dans) si coregrafii. Eticheta formald a repetitiilor, inclusiv
reverentele executate la unison la inceputul si sfarsitul repetitiilor, costumul
specializat si un accent puternic pe discipling, precizie si performanta colectiva,
sunt integrate in acest model. Ansamblurile de dans amator avansate adopta
adesea si urmeaza indeaproape acest model de repetitie.
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Modelul de repetitie al clubului de dans

Aparut la inceputul secolului XXI, modelul de repetitie al clubului de dans
a evoluat intr-o forma culturala hibrida care combina elemente recreative, sociale,
orientate spre fitness si legate de spectacol. Desi concepute in primul rand ca o
activitate de divertisment, repetitiile de club au adoptat anumite practici asociate
atat cu grupurile de dansuri traditionale, cat si cu ansamblurile de amatori,
dezvoltandu-si in acelasi timp practici distincte si o viata organizationala proprii.
Repertoriul consta predominant din dansuri traditionale (hora - pluralul
cuvantului horo) destinate unor numerosi participanti, fie ca provin din surse de
arhiva, fie din compozitii coregrafiate recent. Repetitiile pun un accent deosebit
pe agrement, interactiune sociald, activitate fizicd si implicare colectivg,
incurajand in acelasi timp dezvoltarea abilitatilor de dans si a spectacoluluiin grup.
O caracteristica distinctiva a modelului de club bulgar, comparativ cu multe cluburi
de dans recreative din alte zone, este orientarea sa puternica spre concursuri,
spectacole scenice si chiar turnee internationale.

In Bulgaria contemporan3, aceste trei modele de repetitii coexista si
continud sa modeleze practicile de dans in moduri diferite. Desi distincte ca
structura, scop si orientare, toate contribuie la transmiterea, reinterpretarea si
vitalitatea continua a dansului traditional bulgar.

CERCETAREA IN TEREN IN AMERICA DE NORD (2011-)

Despre tipologia modelelor de repetitie (rezultatele chestionarului din 2024-
2025%)

Chestionarul a fost distribuit printre membrii grupurilor cu ale caror
spectacole (,,productii”’) sunt familiarizata de la Festivalul de Folclor,,Verea” sidin
alte contexte?4. Pe langa informatiile despre grupul fiecdruia si datele personale,
chestionarul a intentionat sa colecteze raspunsuri privitoare la modul cum e
numitd aceastd practicd regulata, structura si fluxul ei, diverse detalii tehnice si
relatari despre ceea ce se petrece dupa terminarea antrenamentului. Un set
specific de intrebari s-a referit la exercitiile de incdlzire si la costumatia de
repetitie. Alt set a fost dedicat dansului si motivatiei, invitand la reflectie asupra
impactului repetitiei Tn viata fiecaruia in strainatate.

Totalitatea intrebadrilor si raspunsurilor, precum si posibilele interpretari
ale acestora, depaseste limitele unei singure lucrari. Aici ne concentram pe un
singur aspect: modelele de repetitie.

31n engleza:
https://www.academia.edu/129440939/Rehearsal_Practices_of Bulgarian_Dance_Groups_in_No
rth_America_Survey

n bulgara: https://docs.google.com/forms/d/e/[1FAIpQLSeSXxZHWTwGMR8zy-
9JzEhmP1tX91QfzOrWG_KsSQ-rINYiyOw/viewform

24 Printre acestea sunt grupuri din Chicago (lllinois), San Francisco, San Jose, San Diego California),
Atlanta (Georgia), Minneapolis (Minnesota), Denver (Colorado), Boston (Massachusetts),
Montreal (Quebec), Vancouver (British Columbia), Seattle, Washington, New York, NY s.a.


https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://www.academia.edu/129440939/Rehearsal_Practices_of_Bulgarian_Dance_Groups_in_North_America_Survey_
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
https://docs.google.com/forms/d/e/1FAIpQLSeSxZHWTwGMR8zy-9JzEhmP1tX9IQfzOrWG_KsSQ-rINYiyOw/viewform
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Modelul de repetitie al ansamblului

Impreuna cu factorii demografici, calificarea liderului de grup este de
importanta cruciala. Intr-un stat ca lllinois, cu o populatie bulgard comparabila cu
cea a unui oras bulgar mediu, multi imigranti de primd generatie au fie un istoric
de dans profesionist, fie au practicat dansul o viata intreaga n grupuri sau
ansambluri de dans din Bulgaria. Dupa cum s-a observat, au fost infiintate astfel
de grupuri in Chicago (si in alte state mari), ale cdror practici sunt profund
influentate de scoala bulgara de coregrafie si spectacol scenic. Acestea prezinta
modelul de repetitie al ansamblului, care incorporeaza majoritatea elementelor-
cheie enumerate mai devreme: vestimentatie uniformd, exercitii de dans de
caracter complete (in unele cazuri, pe muzica inregistrata pregatita explicit pentru
acest scop), atentie concentratd pe fiecare detaliu si numeroase repetitii pentru a
obtine miscare in unison.

O diferenta notabila este absenta unui acordeonist drept co-repetitor. Nu
exista neapdrat o reverenta la inceputul si finalul repetitiei, care, acasd, incadreaza
repetitia. In Bulgaria, un astfel de ,,ritual” include o reverenta in fata coregrafului
si una 1n fata acompaniatorului, la inceputul si sfarsitul repetitiei—o incadrare
metaforica a repetitiei Intr-un interval dedicat practicilor artistice, cand usa e
inchisa pentru lumea din afara spatiului de repetitie. Unii, in Bulgaria, ca de
exemplu coregraful Todor Bekirski, considera reverenta un gest de recunostinta
pentru timpul si spatiul ocupate impreuna. Chestionarul meu recent a aratat ca
majoritatea respondentilor din America de Nord fac reverenta doar la pregatirea
pentru un spectacol, ca parte a etichetei scenice.

Modelul de repetitie al grupului de spectacol

Modelul de repetitie al grupului de spectacol este condus de cineva cu
experientd Tn dansul folcloric traditional bulgar, uneori avand si o specializare in
coregrafie obtinutd la Scoala Nationald de Arta Coregrafica din Sofia sau la o
institutie de nivel mai Tnalt. Acesti lideri aplica adesea metodele si repertoriul
fostilor lor profesori sau scoli de coregrafie, adaptandu-le cu ajutorul resurselor
digitale sau cu sprijinul unor fosti profesori de dans sau coregrafi din Bulgaria.

Majoritatea participantilor sunt novici in dansul traditional, dezvoltandu-
si abilitatile de dans de-a lungul anilor. Incalzirea incorporeaza unele elemente ale
exercitiilor ansamblului, desi acest lucru depinde in mare mdsurd de pregdtirea
instructorului si de profilul grupului.

Deregula, liderii care nu au o specializare oficiala se bazeaza mult mai mult
pe YouTube si social media pentru a gdsi un repertoriu atragator.

Modelul bazat pe comunitate

Fata in fata cu modelul de repetitie al ansamblului se afla modelul de
repetitie bazat pe comunitate. Acesta este modelul cel mai apropiat de al clubului
bulgar, desi aceste grupuri rareori apar in spectacole (spre deosebire de cluburile
din Bulgaria, care concureaza si apar pe scena in mod regulat). In aceste contexte,
incalzirea poate include miscari fizice simple sau dansuri populare executate in
linie, cum ar fi Pravo horo. Sau incdlzirea poate fi omisa complet. Astfel de grupuri
pot avea sau nu un coregraf profesionist. In acest ultim caz, deciziile privind
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structura si repertoriul sunt negociate intre memobri. YouTube serveste adesea ca
resursa principala pentru invatarea dansului, oferind o gama larga de videoclipuri
din Bulgaria si din diaspora bulgara globala.

Alte deosebiri

In repetitiile in stil de ansamblu din diaspora, este adesea pastrat3
terminologia profesionistd a scolii bulgare de coregrafie. In modelele bazate mai
mult pe comunitate si spectacol, terminologia evolueaza organic, reflectand
dinamicile si preferintele grupului.

In timp ce modelul ansamblului si-a dezvoltat exercitii de dans de caracter
stricte, unii respondenti din alte grupuri ale chestionarului au declarat ca nu fisi fac
incalzirea prin exercitii, ci incep sa danseze o hora lenta. Unele grupuri nu au nicio
metoda de incalzire.

Adesea, fosti dansatori si coregrafi profesionisti infiinteaza doud tipuri de
grupuri—unul care se antreneaza pentru spectacol si un grup care invata o hora
bine-cunoscuti. n astfel de cazuri, tipul de reuniuni de dans variaza. Totusi, cand
participantii fac parte atat din grupurile de spectacol, cat si din cele recreationale,
practica poate uneori sa se desfasoare in stilul unei repetitii.

Caracteristici unificatoare in cadrul practicilor de dans si modelelor de repetitie
din diaspora

In ciuda diversitatii practicilor de dans si a modelelor de repetitie, mai
multe teme apar in material, inclusiv identitatea si markerii vizuali, ritmul si spatiul
repetitiilor, spectacolele publice, utilizarea limbajului, participarea inter-
generationala si leadershipul.

Majoritatea membrilor grupurilor cred ca uniforma creste vizibilitatea
apartenentei dansatorilor la un anumit grup, consolidand astfel constiinta
identitatii grupului. Tricourile cu numele si logoul grupurilor au devenit cea mai
comuna practica. Logourile simbolizeaza fie o pereche care danseazd,
figurd/figuri, sau un element textil sau de port bulgar traditional (gaytani,
kanatitsa s.a.)?>. Apartenenta la un grup (care, in opinia membrilor grupului, are
ceva frumos de oferit lumii—muzica si dansul bulgare) amplificd atat mandria
individualg, cat si pe cea colectiva®®. De aceea, purtarea tricoului grupului a depasit
functia de obiect de imbracaminte confortabil pentru antrenamentul de dans si a
devenit un simbol al mandriei (individuale si colective), chiar o declaratie: ,,Acestia
suntem noi si asta facem pentru a ne reprezenta cultura®.”

De regula, grupurile de spectacol se intalnesc o data pe saptamana si fsi
impart timpul de repetitie Tn trei segmente: incalzire, invatarea de noi
pasi/figuri/coregrafii si repetarea unor elemente invatate anterior. Modul in care

25 Logourile sunt subiectul unui studiu separat aflat in lucru.

26 Pentru o discutie mai detaliatd, v. Sullivan (2014).

?7,,Pentru cd fiecare ansamblu este o echipa si o comunitate micd, strans legata, care s-a intrunit ca
sa faca ceva impreund;” ,,Vestimentatia respecta si este o parte importantd a perceptiei generale
a echipei, atat caintreg, cat siindividual, pentru oricine decide sa faca parte din aceasta
echipd—iiinvata ordine, discipling, responsabilitate si respect!;” ,,Creeaza un simt al
apartenentei” (chestionar 2025).
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fiecare grup echilibreaza aceste segmente variaza considerabil. Rareori grupurile
detin propriile spatii de repetitie. Locatiile inchiriate pot fi studiouri de dans, spatii
ce tin de biserici, spatii din centrele comunitare, hale si sdli de sport, astfel ca
modul in care se desfasoara intalnirile si repetitiile depinde de spatiul fizic.

In general, repetitiile se succed in mod regulat, au loc in spatii desemnate
si au inceputuri si finaluri clar marcate. Se desfasoara intr-un ritm specific care, asa
cum ne aminteste Huizinga (1972), este caracteristic pieselor de teatru.

In mod obisnuit, grupurile fsi prezintd programele in festivaluri si
spectacole publice. Cele mai avansate grupuri (ansamblurile) pregatesc de
asemenea productii de scena complete in fiecare an. O inovatie recenta este
participarea unor grupuri sau a unei echipe reprezentative la nunti bulgaresti sau
interetnice (cu un program specific si costume de scena complete) (v. Ivanova-
Nyberg 2023).

De regulda, membrii grupului raman in sala sau se aduna Intr-o camera din
apropiere dupa terminarea repetitiei, unde sarbatoresc zile de nastere, sarbatori
nationale, alte ocazii, stau de vorba sau discuta detalii despre spectacolele care
urmeazd. De cele mai multe ori, aduc mancaruri bulgdresti indragite cum sunt
banitsa (din branza albd sau branza feta si aluat de placintd), paine traditionald
bulgareasca rotunda (pita, pogacha) si alte bunatati foarte apreciate®. Doar cei
care trebuie sa conducd mult pana acasa (unii locuiesc chiar si la distante de o ord
si jumatate) renunta uneori la aceasta parte esentiald a evenimentului. Totusi,
aceasta reuniune extinsa (cu mancare si vin) este posibild doar daca grupul are un
contract specific cu proprietarul studioului sau dacd detine sala de repetitie.

De obicei, daca grupul include si adulti si adolescenti, adultii vorbesc
exclusiv Tn bulgara, n timp ce copiii lor adolescenti isi exerseaza cunostintele de
limbad bulgard, dar vorbesc intre ei in engleza. Copiii si adolescentii nu si amintesc
neapdrat  cuvintele  bulgaresti, dar isi amintesc cu  corpurile
pasii/miscdrile/coregrafiile, precum si muzica.

Majoritatea liderilor de grup lucreaza si cu copii. Unii copii sunt acum tineri
adulti cu aproape 10 ani de experienta de dans si continud sa danseze.

Majoritatea membrilor grupurilor sunt femei.

Rolul liderului este, din nou, de o importanta cruciala (dupa 10 ani de
practica intr-un ansamblu, se pune intrebarea: cu care (lider de grup de dans) ai
dansat, si nu ce ai dansat. O astfel de intrebare, totusi, este relevanta doar pentru
grupurile cu un leadership puternic.

Ce inseamna pentru voi repetitia?
Aceastd parte a chestionarului se axeazd pe motivatie si reflectie. Tn
partea sa finala, contine intrebari ca:
e Aceste reuniuni ar mai avea sens pentru voi fara un spectacol sau concert

public?

28 | Mica ‘insuld’ bulgara si masa sunt legatura suplimentard a grupului si locul unde toata lumea se
relaxeaza si impadrtaseste sentimente, ganduri si experiente din sdptamana precedenta”; ,,Rolul
este de unificare, ca si cum facem parte din ceva special”’; ,,Toatd lumea aduce ceva! In acest fel,
toatd lumea contribuie la masa si cred ca asa ne apropiem!” (chestionar 2025).
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e Ceroljoaca aceste repetitii in viata voastra?

e Participarea la grup v-a schimbat viata? Daca da, cum?

e (Ce calitati v-au ajutat sa va dezvoltati repetitiile si spectacolele?

e Vdrog sdmpartasiti un exemplu cu ceva ce nu stiati despre folclorul
bulgar si ati invatat in perioada in care ati fost membru activ al grupului.

e Daca ati fost la repetitii ale unui grup din Bulgaria (cand ati fost in vizita),
vd rog sa descrieti orice diferente sau trasaturi unice pe care le-ati
observat.

Raspunsurile la aceste intrebari dezvaluie ceva esential: spectacolele sunt
de o importanta vitala, desi aspectul social este la fel de important ca a avea un
scop.

Multi respondenti se identifica intens cu grupul si activitatile acestuia:
,yAceste repetitii nu sunt parte din viata mea; ele sunt viata mea”. Sau ,,Trdiesc de
la o repetitie la alta”. ,,Aceasta e a doua mea familie”, ,,Asta e totul pentru mine:
iubirea mea si bucuria mea”. Altii spun: ,,Departe de Bulgaria, aceste practici ma
tin aproape de radacinile mele”. ,,Viata mea a devenit si mai dinamicd si mai
palpitantd”. ,,Sunt multe schimbari pozitive. Am gasit mediul social bulgaresc care
imi lipsea Tnainte”.

Respondentii au notat cate calitati variate si-au dezvoltat cu ajutorul
repetitiilor: spiritul comunitar, aptitudinile de interpretare scenica, disciplina,
concentrarea, responsabilitatea, constientizarea modurilor in care se pot sprijini
reciproc, invingerea timiditatii, punctualitatea si altele. Au realizat cat au invatat
de-a lungul anilor despre muzica si dansul bulgare, despre specificul regional,
despre calendarul bulgar traditional si nu numai. Cei care au calatorit in Bulgaria si
au avut ocazia sa observe grupuri acolo au declarat cd au perceput un grad diferit
de apartenenta la grup, care, in opinia lor, e mai mare 1n strainatate. Aceasta este
o observatie valida, fiindca sensul apartenentei la un grup bulgar din straindtate
se realizeaza si prin practicarea limbii bulgare, care e esentiala. Dupa cum a spus
un poet bulgar, ,,limba este patria”.

Reflectie personald asupra reverentei

Un exemplu util vine de la Seattle Cheta Performance Group (la Centrul
pentru Patrimoniul si Cultura Bulgariei din Seattle). Pentru acest grup, reverenta
de la sfarsitul repetitiei este un canon. Nu la inceputul repetitiei; nu exista o
reverentd care s3 dea un start puternic. in serile de vineri, oamenii sosesc adesea
direct de la serviciu, uneori putin mai tarziu. Cu toate acestea, reverenta de la final
i reuneste pe toti, iIn sensul mentionat anterior - in ceea ce priveste locul si timpul
petrecut impreund, dar si interpretul la kaval (Vasil Denev), care acompaniaza in
mod regulat repetitiile din anul 2015.

Prezenta unui muzician live este un privilegiu rar in diaspora, adaugand
profunzime atat repetitiilor, spectacolelor, cat si evenimentelor comunitare. Prin
aceasta reflectie personald, vreau sa subliniez ca a avea un muzician si a dansa pe
muzica live, alaturi de muzica inregistratd, este o exceptie.
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REEXAMINAREA UNOR STUDII ANTERIOARE SI NOI PERSPECTIVE

O paralela intre modelele de repetitie si experientele dansatorilor din
grupurile de spectacol din Bulgaria si America de Nord nu ar fi fost posibila acum
15 ani. Totusi, azi, datorita grupurilor care practica dansul traditional in Statele
Unite si Canada, autorul observa o conexiune clara cu unele din caracteristicile de
baza ale repetitiilor de ansamblu pe care le-am conturat in cercetarile mele
anterioare din Bulgaria. Anterior (Ivanova-Nyberg 2011), procesul repetitiilor era
analizat prin prisma conceptelor lui Huizinga despre joc, in special structura,
sensul si fluxul. Alaturi de Homo Ludens, analiza a fost conturata si de lucrarile lui
Lotman (1990, 1992, 2001) si de scrierile lui Uspenski despre memoria culturald
(1990: 217-243). Acestea din urma au Tmbunatatit intelegerea autorului asupra
rolului cultural al repetitiilor (dupad ce un dans a fost dansat, acesta raméane in
memoria grupului; devine memorie culturald).

in mod similar, conceptia lui Malinowski despre culturad (1990) si mai exact
teoria sa functionala (2004) au oferit un cadru util pentru analiza notiunii de
,»impuls”. Tn schema ,,impuls—consum fiziologic—satisfactie fizica” folositd de
Malinowski, impulsul de a ne misca (in studiul meu, de a dansa) era inteleasa in
doua moduri—ca impuls care duce spre o satisfactie directd si (2) caimpuls care
are scopul de a crea mai intai un instrument prin care se poate obtine satisfactia
(2004: 148).

Reluarea unei astfel de perspective, in acest caz cu referire la grupurile
bulgare din America de Nord, pune din nou in lumind natura duala a repetitiei ca
munca si in acelasi timp bucurie/festivitate/celebrare in timpul cdreia participantii
sunt in flux (Csikszentmihalyi, 2001).

Studiul de fatd sugereaza ca repetitiile servesc ca mijloc de transformare
pe multiple niveluri: psiho-fiziologic, sociologic si nu numai. Repetitia si
spectacolele care urmeaza nu doar i-au ajutat pe multi sa fsi Tnvinga timiditatea.
De-a lungul anilor, practicile ,,au depozitat” in memoria corpurilor lor tipuri noi (si
in majoritatea cazurilor complet noi) de miscari si comportament corporal. Astfel
de experiente si practici de miscare incorporate functioneaza acum ca o forma de
memorie culturald specifica grupului cu care cineva a dansat. Aceasta experienta
transformatoare si aceasta cunoastere culturala nu pot fi pierdute (cf. Paul 2014);
ele au adus deja schimbari in modul in care oamenii gandesc despre culturs,
reprezentarea culturala si despre sine, precum si Th modul Th care se misca,
danseaza si apreciaza dansul celorlalti.

Studiul experientei traite prin corpul care danseaza este legat de nevoia si
impulsurile individuale de miscare. Totodatd, creeaza energie si conexiune fizica
cu restul dansatorilor si construieste un ,,corpus de energie” reciproca specifica.

Distanta fizica fatd de Bulgaria remodeleazd interpretarea preconceputa,
adesea controversata a practicilor folclorice pentru cei care aleg sd inceapa o viata
noud peste Atlantic. Tn majoritatea cazurilor si in special pentru profesionisti tineri
si de varsta mijlocie, participarea la o repetitie de dans deschide un nou capitol in
viata lor, combinand nevoi sociale si fizice cu aptitudini de dans dezvoltate prin
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practicarea rutinelor. Acestea imbiba individul si creeaza mandrie colectiva,
modeland atat identitatea individului, cat si pe cea a grupului.

Harari (2018, Cap. 5:,,0amenii au corpuri’) afirma ca, in timp ce constructe
sociale ca religia si nationalismul vin si pleacd, conexiunea intrinseca cu sinele
nostru fizic ramane esentiala pentru o stare de bine autentica si un sens de
apartenentd. Repetitiile de dans din Bulgaria, dar mai ales din diaspore, asigura
aceasta conexiune. Acest citat subliniaza importanta adundrilor fizice in grupuri
mici. De asemenea, evoca bine-cunoscuta definitie a folclorului data de Dan Ben-
Amos (1971) drept ,,comunicare artistica in grupuri mici”’, care, in prezentul studiu,
ia forma unei practici culturale comune, incorporate, centrate pe muzica si dans.

Imaginea dansului traditional bulgar din America de Nord poate fi vazuta
ca o tapiterie, un mozaic unde intregul (text) este alcdtuit din multiple texte
interconectate. Dintr-o perspectiva semiotica, integralitatea sa reiese din relatia
dinamicad dintre centru si periferie - dintre practicile de dans traditional din tara si
reinterpretarile lor diasporice n strdindtate (din moment ce diviziunea centru-
periferie constituie unul dintre principiile organizatoare ale semiosferei). in acelasi
timp, aceasta relatie poate fiinteleasa si prin prisma temporala oferita de ,,ieri” si
,»azi”. In anumite privinte, practicile de dans diasporice pastreaza caracteristicile
asociate cu formele anterioare, adesea pre-profesionale, de dans traditional din
Bulgaria, ramanand in acelasi timp profund modelate de circulatia culturala
transnationala contemporana prin intermediul inregistrarilor de pe YouTube, al
retelelor sociale si al cluburilor de dans bulgare de astazi. Aceste entitdti culturale
»Citesc” siinterpreteaza alte texte, credand n acelasi timp in mod constant altele
noi si invitand noi cititori si interpreti. Ele lasa in urma Tnregistrari ale produsului -
spectacolele - dar rareori ale procesului. Totusi, procesul in sine - repetitiile si seria
de evenimente singulare pe care le cuprind - merita atentie nu mai putin decat
spectacolele in sine.

CONCLUZIE

Repetitia din diaspora se impune ca o practica culturala distincta,
modelata nu doar de origine, ci si de relocarea si reconfigurarea in cadrul unor
medii socioculturale noi. Conturata prin perspective de cercetare interdisciplinare,
repetitia apare ca un mediu cu incarcare culturald, interpretativ si transformativ,
unde traditiile nu sunt doar transmise, ci si reimaginate prin corp sin corp.

Indeplinind un rol dual de practica recreativa, dar care totodats serveste
unui scop, repetitiile sunt esentiale pentru crearea de legaturi in comunitate prin
muzicd, dans si mostenire comuna. Ele insufla totodata tonuri si culori specifice in
sunetul si imaginea migratiei (cf. Ronstrém & Lundberg, 2021).

Pentru majoritatea participantilor, grupurile lor functioneaza ca familii
extinse. Astfel, repetitiile devin vitale nu doar pentru activarea fizica si eliberarea
psihologicd, ci si pentru a sprijini si hrani aceste legaturi familiale. Traind in
strainatate, uniti de muzica, dansul, limba bulgare si un trecut, prezent si viitor
cultural comune, membrii acestor grupuri de dans din diaspora exprima un
sentiment profund resimtit de apartenenta si continuitate.
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