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Abstract The phenomenon of “crossover” gained particular importance in numerous domains
of public life, particularly in the exciting realm of art, during the twentieth century.
When used to represent an “intersection” or “crossing,” it symbolises the internal

need for conversation and purposeful intention for infiltration and implantation.

It emphatically refuses to be isolated within the boundaries of the regional canon

but allows for freedom of choice in the global context, opposes imitation and tracing,
and provides a unique image for every creator. The “crossover” discourse showcases
the autonomy of individual authors and results in the creation of distinct works

that are characterized by their individuality. Bulgaria's musical creativity in the latter
half of the 20th century is a remarkably diverse and profound display, characterized
by intricate symbolism. It encompasses both elements of national tradition

and expressions of global modernity, evident in its stylistic features, genre distinctions,
and ethnocultural attributes. The crossover actually forms the European way of thinking
of the Bulgarian creator, embodied in a peculiar part of his genetic code. Crossover
dialogue gives rise in his artistic consciousness to the ideas of a new type of work,
whose two- or multi-domain character turns into a sign of the new cultural identity

of their authors.

The formation and development of these “crossover” conversations may be seen
in so different works such as Milcho Leviev's jazz cantata “Green House" and Vassil
Kazandjiev's symphonic suite “Pictures from Bulgaria.” In this context, the Bulgarian
folklore heritage remains lively and distinctively recognisable, but unrepeatable

in the perspective of any individual author’s viewing.
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Introduction. The phenomenon of “crossover” gained particular importance in numerous
domains of public life, particularly in the realm of art, during the twentieth century.

This phenomenon can be attributed to the ongoing and extensive interaction between
tradition and modernity, national and universal, local and global. This letter interaction
fosters a highly specific form of communication, both within individual cultures

and in the realm of individual creative expression. When the word “crossover” is used

in the sense of “intersection” or "crossing”, it makes us think about interactions

that happen across cultures, including bicultural, multicultural, transcultural,

and so on. We also look at how these interactions show up in different areas, including
national and supranational settings. Undoubtedly, this “crossover” dialogue signifies

its shift across various centuries. However, in the present day, it has become more vibrant
and takes place in an expanding array of “languages” that incorporate the diverse “codes”
of various “cultural communities” [Belivanova, p. 15]. It involves different “polyvocal pools”
[Kaufman, p. 28] and encompasses various “cultural continents” [Kholopov, p. 20].

This dialogue represents a genuine cross-cultural exchange that embraces the full
spectrum of true pluralism and exhibits a distinct tolerance towards “otherness”.

In the 20th century, cross-cultural dialogue as a process has an amazing ability
to expand and scale down different resources, follow the dynamics of the pulse of various
traditions, move freely vertically in time and horizontally in space, build simultaneous
unity between “own” and “the other” and reconcile “own” with “the other”, break
antinomies, identify unexpected connections, transform “otherness” into a source
of support, and integrate it within one's own cultural framework.

The “crossover” phenomenon typically does not involve forceful influence and instead
represents a natural desire and tendency for infiltration and integration. It opposes being
isolated within the confines of regional norms but allows for freedom of choice in the global
context, rejects imitation and replication, and grants a distinct identity to each creator.
The dialogue reveals the level of "autonomy” possessed by individual authors and results
in the creation of distinct works that are characterised by their uniqueness.

Crossover: the definition. The word chosen for the title of this article — crossover —
has several meanings in English. Initial “The crossing over of the current from one side
of a river to the other” [Oxford English Dictionary] within the music context received
metaphoric explanation and became international. Grove music Online explains
the “crossover” as a record or artist that moves between the charts in music magazines’
and radio ratings [Grove music]. In contemporary musical discourse the term is associated
with musical works or performers who appeal to different audiences. This meaning
is reflected in Wikipedia [Wikipedia].

In Russian musicology, the “crossover” is mainly treated as a phenomenon based
on a combination of so-called academic (in other words, classical) and urban popular
music. Thus, the researcher S. Tayushev studies the experiments of classical violinist
Vladimir Spivakov in the field of pop-transcriptions of classical works [Tayushev,
pp. 234-235]. However, N. Shafazhinskaya, together with her colleagues, notes not
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only cross-genre but also intercultural connotations of this phenomenon. They associate
the interculturality of the crossover with immanent features of the postmodern era
[Shafazhinskaya et al., p. 1232]. It is remarkable that there is no unity in understanding
the crossover as a genre or style.

In my research, | treat "musical crossover” as any form of crossing cultural borders:
merging genres of traditional, academic, or urban popular music and the cross-cultural
dialogue that often accompanies such fusion. In this sense, “crossover” is more
of a stylistic feature than a genre. And it also refers to the aesthetics and philosophy
of contemporary music-makers. When dealing with composers who associate themselves
with a single national culture and broadly lean on its musical traditions, one can observe
different forms of crossing over cultures, ages, music styles, genres, and traditions.

For those cultures that have started their international representation in the 20th century
(like Bulgaria), the cultural aspect of crossover is an essential means of self-representation
and integration into the global music context.

The historical background of crossover and dialogism in Bulgarian music.

The musical ingenuity of Bulgaria during the 20th century showcases a remarkably
diverse and profound landscape, characterised by its depth and subtle symbolism.
Within this panorama, one can discern the incorporation of both national traditions
and elements of global modernity.

The concept of dialogism profoundly influences the European mindset of the Bulgarian
musicians, which is rooted in their genetic code and has been shaped since ancient
times. The roots of openness within European consciousness can be traced back
to various factors. First, our historical development and the broad framework of our
national psychology have an impact. Additionally, it is shaped by cultural events during
the Middle Ages and the National Revival, particularly the significant impact of Church
Slavonic practise and its influence on our traditions. Furthermore, the manifestation
of folklore realities has a profound impact on various aspects of Bulgarian artistic
creativity. The sacred idea, with its philosophical essence, has enriched both old
and modern national literature with profound meaning and has served as a foundation
for musical and creative endeavours in the 20th century, symbolising spirituality.

By examining the consistent and easily identifiable stability of the Bulgarian consciousness
over a specific period of time, the contemporary researcher uncovers the changing
dynamics of cross-cultural dialogue in contemporary Bulgarian musical culture.

Various forms of dialogue are present in Bulgarian musical culture, occurring on nearly
all horizontal levels but with varying dynamics. The development of the musical
and cultural relationship between “tradition” and “modernity” and between “national”
and “universal” can be traced in at least two distinct aspects. | would classify the first
category as "procedural”, which encompasses the construction of the institutional
framework. The composer's individual consciousness addresses a wide range of artistic,
aesthetic, and stylistic issues on both the structural and content levels in the second
plane. Authors overcome their own limitations and expand the creative boundaries
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towards novelty and divergence. By looking closely at some pieces, it is easy to see
that dialogism is a part of Bulgarian new music, as well as the constant changes

that happen within it, like turbulence or gravitational pulls. However, these notions
are never independent of one another but rather interact in a flexible synthesis

to represent the intricate yet plainly evident states that define concepts like "historical
memory” [Kolarova, p. 188] and "national identity” [Kolarova, p. 194].

The “Crossover” exchange is recognised as a crucial method and a vital starting point
in examining the essential musical principle within the vertical time process of modern
Bulgarian musical culture. As the essential musical principle, it is not only connected
to a preconceived and static tradition but also to the tradition's ability to dynamically
interact with the modern principle. This involves incorporating Bulgarian elements
into European music and vice versa, as well as integrating the tradition into the global
context. The tradition must be flexible and adaptable, capable of being present everywhere.
In order to achieve this, the traditional notion of “own” versus “alien” needs to be
transformed into a concept of “own” versus “other.” This leads to a seemingly paradoxical
but ultimately solvable equation of “own” versus “own” in the postmodern era of the late
20th century. During this time, composers in our country began to discuss tradition
in the plural [Kolarova, p. 17]. The cross-over dialogue stimulates the artistic consciousness
to explore new forms of work, where the coexistence of multiple dominant elements
becomes a natural and integral part of the “own-own" relationship. This phenomenon
signifies a distinct cultural identity for the authors involved. The creative exploration
of two prominent Bulgarian authors, Milcho Leviev and academician Vassil Kazandjiev,
throughout the late twentieth century will be guided by this particular perspective.

Milcho Leviev’'s “Green House" jazz cantata. The end of World War Il precipitated
significant socio-political transformations in Bulgaria. The changes were undeniably
reflected in the musical and cultural processes in the country throughout the mid-20th
century. They are characterised by the emergence of complex and contradicting
movements in the second half of the century. One can observe a clear manifestation
of rigorous ideological frameworks in creativity while simultaneously witnessing
remarkable emancipation in the process of creative exploration. New avant-garde
tendencies that are free from the rigid canon of perception of the national oppose
protective tendencies regarding signs of national identity through folklore.
Within the realm of musical and creative diversity, we can discern many facets
of the “crossover” phenomenon based on stylistic attributes, genre particularities,
and cultural customs. Their manifestation can be observed in works like the jazz cantata
"Green House"”, composed by Milcho Leviev. This can be regarded as the inaugural piece
in the Bulgarian musical heritage within its genre, as its uniqueness stems not only
from its specific genre but also permeates the entire original moral and philosophical
idea, dramatic framework, and musical stylistics of the composition.

Milcho Leviev, born in 1937 (see Fig. 1), is a composer and pianist known
for his notable contributions to both classical and jazz music. He skillfully combines
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elements from these genres, creating captivating

compositions that feature a unique blend

of harmonious connections and deliberate contrasts.

Leviev's works exhibit a distinct national

and emotional character, showcasing his

individualised approach to modern artistic

expression. The lineage of his classical compositions

began in the 1950s under the tutelage

of his renowned master, Pancho Vladigerov,

and has since evolved up to the present day.

The author skillfully integrates aspects of tradition

and modernity, blending Bulgarian folk idiom

with dodecaphony techniques and jazz influences

in his variations, inventions, sonatas, quartets,

and rhapsody. This results in an elegant

conversation between different musical styles.

Figure 1. Milcho Leviev. Furthermore, Leviev has authored film and theatre

’CJAFLIEhkitLeYieVE official site e music, as well as numerous jazz works that he
+httpsi//ebox.nbu.bg/milcholeviev/ created in the United States after 1970. This author’s

musical production is characterised by its diverse themes, original ideas, and modern

style. It consistently presents unique interpretations of the contemporary dynamics

between the global and local, as well as the national and universal. The music effectively

combines elements of creative individuality and cultural identity, resulting in a genuine

crossover dialogue that reflects the spirit of the late 20th century.

The “Green House" was created in 1991 in the USA during the “Desert Storm” military
operation in the Persian Gulf. Such local events in the Middle East, which have echoed
throughout the world, turn into a powerful impulse when choosing a theme in a jazz
cantata. Such themes of humane and aggressive, peace and war possess a global
and timeless nature, intertwined with the chronicles of human civilization.

E .'"E According to Leviev and Scott
Figure 2. "Green House” jazz Guy, who authored the text,

. cantata by Milcho Leviev the "Green House” (see. Fig. 2) refers
at YouTube @MyAndreaMar.

URL: https://youtu.be/WNDvMgror9o to our Earth, the dwelling place
E of humanity. Simultaneously,

the name refers to a glass structure,

a greenhouse, where a plant can exist in a vegetative state rather than experiencing
a fulfilling life. Therefore, by deliberately selecting an ambiguous title, the authors
definitively present the “life-death” issue, which is explored throughout the musical
and dramatic development of the cantata.

The chamber ensemble consists of a mixed 12-voice choir of jazz performers
(with each voice represented as a virtuoso solo), a percussion section, bass, and piano.
The vocal introduction is of particular importance, as it brings out the rich philosophical
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text of the work. In addition, it makes it possible to emphasise the importance
of the groups of participants in the last three parts.

The cantata includes seven parts, which theatrically depict the plot and give
the impression of a genuine unfolding of events, despite the absence of any substantial
action. The theatrical performance in the work was produced by combining many
elements, such as the meaning of the text, cultural influences, genre and style, musical
expression, and the active interaction of vocal and instrumental components.

The jazz cantata score presents the titles of various parts in a multilingual manner,
including Latin, Bulgarian, and English:

1. Saecula saeculorum

2. Svoboda

3. The rag and Bone Man

4. Threnody of the spotted Owl
5. The Green House

6. Triumphus

7. Prayer

The titles of the parts and the text of the cantata are both delivered simultaneously
in three languages, resulting in distinct semiotic significance and semantic substance.
The Latin, English, and Bulgarian languages employ a synchronous narrative technique
that involves a dialogue between the past and the future while the events occur
in the present. The presence of three languages in the work creates a unique sense
of time and space, which influences the moral and philosophical ideas conveyed.

This influence extends to the past, evoking memories as well as to the future.

As per the composer’s concept, “the cantata incorporates three languages

in an equitable manner, although each language has a different function [Kolarova,

p. 162]." In this circumstance, English serves as the primary medium for conveying

the major plotline and mainly consists of a sequential narrative of events. Latin also has
its own semantic significance, but to a lesser extent. In dramatic moments, Leviev
incorporates distinct “ritual” terms associated with Catholic liturgical practices.

The cantata opens with the phrase “Saecula saeculorum”, and in parts IV and VII,

the phrase “Requiem aeternam dona eis” is used. The composer refers to the established
tradition that has preserved its symbolic significance throughout the centuries

up to the present day. However, only music that can completely reflect its substance
and contemporary significance is considered. Essentially, the language that emphasises
an essential meaning in the “"Green House" is Bulgarian.

From the beginning of the first part, “The Abundant Land,” the Bulgarian language
serves as a prominent semantic foundation upon which the English translation’s
polyphony is layered. In the second part of the large-scale performance, two additional
significant phrases will resound once more in Bulgarian: the contrasting “world
without end” and "end of the world,” foreshadowing the culmination of the cantata.
Latin and English texts are superimposed as a form of ongoing commentary.

The conversation among the three languages intensifies in a very dramatic manner
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in the expressive climax of the work in Part V and concludes in the final Part VIl as a solemn
funeral prayer for the Earth: Requiem aeternam dona eis. Part IV has the persistent
repeating of lines in Latin, coupled by a passionate monologue of a spotted eagle owl

in Bulgarian. In contrast, Part Il tells the story in English only.

From the beginning of the first part, “The Abundant Land”, thanks to the skillful
combining of the three languages, each with its own distinct role in the composition,
the composer successfully creates a complex fusion that is both auditory and meaningful.
According to the author’s interpretation, all three languages — Latin, English,
and Bulgarian — serve as carriers of universal concepts of the human spirit. Latin
represents forgotten eras, English reflects the current geopolitical landscape of modern
times, and Bulgarian embodies the timeless national traditions and cultural identity
of the composer. Language, as a means of identifying historical periods, facilitates
a profound exchange between the past and present in Milcho Leviev's jazz cantata.
“Green House"” can be compared with other works by Bulgarian authors from the late
twentieth century. These authors, although approaching the subject matter from different
perspectives (religious-sacral and philosophical-aesthetic), aim to explore the complexity
of linguistic connections and channel them towards a transcendent global spirituality.
One of the compositions is “Dive into the Poles” by Yulia Tsenova, which incorporates
Latin, ancient Greek, and German texts. Another composition is “Quantos tremor est
futuris” by Neva Krasteva, which combines Latin and old Slavic texts.

The “Green House" has a significant level of ethnocultural diversity. Milcho Leviev
skillfully integrates a diverse range of traditions, including primordial traditions, stories,
and parables from many cultures. This creates a powerful crossover discourse
that resonates with universal and contemporary significance. An Indian parable
about the conflict between crows and eagle owls serves as the foundation for Section IV
of the Cantata Threnody of the Spotted Owl. The composer devised a compelling
and profound approach to the subject matter of this Indian mythology, depicting
the final days of the last eagle owl on Earth. The composition features the Bulgarian
retelling of the legend, accompanied by a prominently repeated canonical liturgical Latin
text: Requiem aeternam dona eis.

Another section of the cantata, titled “The Rag and Bone Man”, explores the idea
of a poignant tale about a guy who gathers rags from buried corpses. This character,
with a menacing nature, is connected to the folklore of the Roma people. He travels
in his tarantass and pays a little amount for the chosen "“items”. The terrifying protagonist
takes centre stage in the foreboding Scherzo of the third section, with the English text
resembling a biblical admonition: “In this world, we merely borrow; it is not within man's
capacity to possess”, for “from earth we come, to earth we return, from dust we rise,
to dust we fall”.

Another notable aspect of the original synthetic score of “The Green House”
is its intricate and diverse combination of styles and genres. By means of a magnificent
crossover dialogue, the composer seamlessly integrates many components from diverse
sources — including European classical music, Bulgarian folklore, Catholic liturgy, American
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jazz, blues, rock, pop, rap, soul, and funk — into a single musical movement. The cantata
captures stylistic and genre characteristics, serving as a carrier of specific meaning. It does
not maintain its independence but becomes an essential component of the overall artistic
integrity of the work. The cantata conveys universal messages that transcend time

and space.

Bulgarian folklore has a significant role in this combination of elements. The opening
of Part | features an epigraph from the song “Dilmano, Dilbero.” Nevertheless, the author
refrains from disclosing the origins of the folklore but profoundly alters the character
to the point of becoming unrecognisable. Simultaneously, not only the phrase
“The Abundant Land” is raised as the central statement for the cantata, but all other
aspects of the quote are subject to modification. The sole element preserved
from the well-known melodic-rhythmic pattern is a concise vocal melody performed
by a single voice, which possesses a linear quality and resembles the sound of a musical
instrument. Milcho Leviev asserts that “the melodies in Bulgarian folklore that consist
of a single voice are particularly suitable for jazz representation” [Paliyeva, p. 30].

This pure linearity has sparks of components from the character of a Bulgarian antique
church psalm, with a focus on emotional concentration. In the music of “The Green
House", the national sound ideal, as expressed in the "Dilmano, Dilbero” folk song,
suddenly broadens its scope towards universal sacred rituals, both archaic and religious.
This expansion indicates a pathway towards its universalization. The Indian story

about the conflict between crows and eagle owls is included in the score for its adherence
to this logic, as is the parable “The Rag and Bone Man”. Both tales transcend narrow
national boundaries and instead convey universal human significance.

The classical equal-divisible metre (1/2 and 2/2) with asymmetrical accents
and syncope-like phrases, replacing the eight-beat unequally divisible metre of the quoted
“Dilmano, Dilbero” folk song, likely contributes to achieving the sense of “eternity”
and "detachment” from the specific details of folk life in the first musical theme.

The original composition used an 8/8 time signature, which is subdivided
into three unequal groups for every measure (8/8 = 2/8+3/8+3/8). Each group begins
with a pronounced accent, creating rhythmic asymmetry. However, in the cantata,
the musical elements do not resemble a distinct national folk style but instead are
linked to the stylistic characteristics of jazz and its rhythmically liberated urban sound.

The finale of the cantata, “Prayer”, also exhibits a similar level of ambiguity. The text
demonstrates an intentional removal of Bulgarian roots by emphasising linguistic, genre,
and stylistic ambiguity. At the beginning, the prophetic cautionary line “A house built
on blood will collapse” is introduced as a psalmic recitation, serving as a focal point
to guide the progression of the music and drama into a bilingual finale. Multiple distinct
musical and poetic phrases, each with its own text, such as those found in the ancient
motet genre, are performed simultaneously, connected by a consistent theme
of “"Requiem aeternam dona eis”.

Linda Mays says that the Green House's original, precise, and sophisticated style
immerses us in an entirely novel realm [Paliyeva, p. 185]. In this carefully conceived
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and skillfully done crossover dialogue, Bulgarian folklore becomes a symbol that Milcho
Leviev readily associates himself with and promptly incorporates other distinct traditions
into. Perhaps due to this factor, the jazz cantata “"Green House" evokes a profound
impression, eliciting a theatrical sense of empathy in every listener who interprets

it as a message to the world.

“Pictures from Bulgaria” by Vassil Kazandjiev. The phenomenon of crossover
conversation is evident in the symphonic suite “Pictures from Bulgaria” (1970), composed
by Vassil Kazandjiev (b. 1934) (see Fig. 3). This is particularly noticeable in the sections
titled "Peasant Song” and “Kukeri Dance” (9:54 and 14:26 in Figure 4). The first piece
incorporates a theme derived from a well-known folklore motif found in the ballad
“Tudora Laid Down.” This subject is presented
in an irregular time signature of 10/8. The violin
solo in this piece is delicate and performed
with only one voice. A repeating “A" tone
that is present with it amplifies the song’s intensity
right up until the very end. The solo maintains
a clearly articulated modal-melodic and 12-bar
structural-rhythmic profile, reminiscent
of a traditional folk song. Various groups
of musical instruments have previously interpreted
and expanded upon this profile. The solo reaches
great heights, symbolising a spiritual experience
rooted in tradition. The polyphonic nature
of modernity emerges from the original monophonic
melody of a symbolic folk tune, which is fully quoted
in each repetition throughout the performance
without creating a sense of stagnation. The heritage
Figure 3. Vassil Kazandjiev. Source - official  'émains sonorous and distinctly identifiable,
page https://www.facebook.com/Vassil. but is impossible to replicate from the perspective
Kazandjiev/?ref=ts S
of any individual author.
The “Peasant Song” incorporates and symbolises a specific folklore archetype,
while the "Kukeri Dance” decodes the important symbols of our ancient culture.
A mobile and rhythmic pulsation of the textural vertical in a 2/4 time signature produces
the rough movement. This breaks the repetitive pattern of the movement by introducing
continuously shifting time signatures such as 1/4, 2/4, 7/8, 5/8, and 3/4. These changes
in time signature effectively
Figure 4. Pictures from Bulgaria establish the rhythm of the ritual’s
by Vassil Kazandjiev opening. The author's score features
thRYl_Otl’J]-trtupk;e//(;-/ngifjug: /';ZSBhSaZ%U gt 2 diverse range of primary timbres
in the ancient performance sound,
achieved through the use of a triple
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orchestra and a variety of percussion instruments. Some of these instruments,
such as a beater, a car horn, a tom-tom, wooden blocks, a bell, castanets, and a plastic
hose, were specifically chosen from live practice. Several indications, such as pesante,
con sordina, pizzicato, col legno, glissando, and spiccato, serve to highlight
the expressiveness of the melodic texture. In this concise musical setting, Vassil Kazandjiev
presents a central melodic theme that is organised according to the prevailing “rhythm-
timbre” formula. This theme is easily identifiable due to its simple melodic pattern.

In these two compositions, the composer appears to be reflecting upon himself
through the lens of the timeless Bulgarian principle, acknowledging its influence
while firmly asserting his affiliation with contemporary ideals in their entirety.
The pieces encompass a multitude of experiences, where the rhythm of both his personal
and foreign eras, as well as local and distant environments, merge in a genuine crossover
dialogue.

Conclusion. Today, the cultural identity of the artist is understood as a notion

that encompasses a wide range of characteristics from other categories and modes

of thought that are layered on top of national themes. Both these Bulgarian composers,
who have embraced a modern identity that exists outside of these traditional influences,
as well as those creators who have embraced a national sound ideal that is deeply rooted
in the inherent elements of language, nature, folklore, and religion, demonstrate

the versatility of this synthesis.

The two examples provided here, extracted from the compositions of Milcho Leviev
and Vassil Kazandjiev, can be supplemented with the works of other Bulgarian composers.
These authors, deeply influenced by Balkan tradition and contemporary trends, raise
an intriguing question regarding the enduring and fluctuating forces of attraction
and repulsion between the two 'poles'. Furthermore, it prompts us to question
the existence of a universal logic behind the constant variability of this balance.

Due to contemporary “crossover” processes, the cultural identity of a specific tradition
will increasingly manifest itself to the world, showcasing its timeless values that are
inherently embedded within it. Hence, values that are specific to a certain location

in terms of their association yet possess a significance that is applicable worldwide have
the potential to assume a global nature. Young cultures, such as the Bulgarian, tend

to distinguish themselves by asserting their own character, assimilating into the global
sphere, and then exerting influence within it.
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XX FacblpAbliH, eKiHLWi )XapTbICbIHAAFbI 60rap My3blKablk,
LWblFapMaLUbl/bIfbIHAAFbl «KKPOCCOBEP» KYObINbICHI
YKSHEe MdjeHuneTapanblk Avnanor

(Sapyn

AHpatna

AsTOp
KoXKazbaHblH,
COHfbl HYCKACbIH
OKbIM KynTazabl
XoHe Myaaenep
KaKTbIfbICbIHbIH,
SKOK eKeHAiriH
Manimaenai.

XX Facblpgafbl «KpoCcoBep» KyOblabICbl KOFaMAblk ©MIpPAiH, KenTereH cananapblHia,
acipece eHep canacbiHAa epeklue MaHre ne 60a4bl. byn TepPMUH «KMbIAbIC» HeMece
«@Tneni Keseni» benriney yLwiH KonjaHbINFaHAQ, O ILUKi ANANOTTbIH, KaXKeTTiAIriH

XaHe MHOWAbTPaLMA MeH UMMNaHTaumaFa nkemaenyai 6ingipeai. Kpoccosep apkbiibl
3aMaHayv KOMMO31TOp 63iH alMaKTblK KaHOHHbIH, LekapacbiHAa okLaynayaaH 6ac
TapTabl, XXahaHzblK KOHTEKCTe TaHAay epKiHAiriHe Xon bepesi, enikTey MeH kalrTanayfa
Kapcbl Typaabl XaHe apbip wWhifapmara biperelt 6eliHe bepegi. «KpoccoBepnik» anckypc
XeKesnereH aBTopfapblH, aBTOHOMUACLIH KOpCeTeai XXaHe AapablfbiMeH epeKLleNeHeTiH
Wblfapmanapbl Xacayfa xetenengi. XX facblpZblH, eKiHLWi XXapTbiCbiHAaFbl bonrapusHbib,
My3bIKa/blK WblFapMallbliblFbl KYPAENi CUMBONN3MMEH epeKLLIeNeHeTiH KPOCCOBEP XXaHe
MaeHMeTapasblk ©3apa 9PEKeTTECTIKTIH, epeKLle apTypAi XaHe TepeH, KepiHicTepiHe
6ari. On My3blKanblk-CTUANCTUKANbIK epeKLLENIKTEPAEH, XaHP/bIK, epekLLenikTep

MEH 3THOMB/EHU CUNaTTapAaH KepiHETIH YATTbIK ASCTYP INEMEHTTEPIH Ae, XahaHAabIK
3aMaHayunblk 6enrinepin ge kamtuabl. KpoccoBep LWbiH MaHiHAe 6oarap 6osrap
TYbIHAbITEPiHIH, reHETUKaNbIK KOAbIHbIH, epeKLle H6eniriHae TypAeHin, eyponanbik onnay
TOCiNiH KanbinTacTbipazbl. KpoccoBepik Ananorsl OHbIH, KOPKEMAIK caHacbiHAA eKi
Hemece Ken AOMEH/i cunaTbl aBTOPaPbIHbIH, XXaHa M3AeHM 6OIMbICbIHbIH, benriciHe
aviHanaTblH XaHa TUNTeri WhlfapMaHblH, MAesnapbliH TyAblpadbl. by «kublabic»
AvianortapAblH, kanbintacybl MeH gaMybliH Munyo JleBuesTiH «Xacbin yin» (Green House)
[ka3 KaHTaTachl xaHe Bacun KasaHzaxunesTiH «bonarapusgan cypetrep» cMMbOHUANBIK,
crouTachl CUAKTHI WblFapManapaaH kepyre 6onagbl. MyHaa 6orap ¢onbkaopbik ASCTYpI
XKaHZbl XXdHe arikblH TaHbIYbIH XanfacTblpyaa, bipak >eke aBTOP/bIK KO3KapacTa
KarTanaHbanabl.

Tipek ce3dep: kpoccoBep, 6oarap My3sbikackl, Munyo Jlesues, Bacun KasaHaxves.

Asnreic. KypmaHfasbl aTbiHAafbl Kazak yATTbIK KOHCEPBATOPUAChIHA YAKEH KYPMETIMAI
6ingipemiH xaHe Saryn xypHanblHbIH aBTOPbl 60/yFa LWaKbIPFaHbl YLUiH aifbiC aNTaMblH.

Alatiekces ywiH: KonapoBa, E. XX facbipAblH eKiHLLi XXapTbiCbIHAaFbl 6oarap My3blKablk,
LUblFapMalLLblNbIFbIHAAFbI «KPOCCOBEP» KYObIbIChI XXaHe MdjeHneTapanblk gunanor //
Saryn.—2023.-T. 11. - N2 4. - 54-67 6. — DOI: 10.59850/SARYN.4.11.2023.42.

Makana pegakumssa PeueH3nsaaH kemiH XKapwsanayra
TycTi: 15.05.2023 MakynaaHfaH: 27.10.2023 kabbinganabl: 01.11.2023
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HayuoHaneHasa my3sikaneHas akademus «[pogp. [NaH4yo Baaduzepos» (Copus, bonzapus)

fiBneHne «KkpoccoBepa» U MeXKYNbTypHbIA gnanor B 6osrapckom
My3blKa/lbHOM TBOpUYeCTBe BTOPOI1 NoioBMHbI XX Beka

®eHoMeH «kpoccoBepa» B XX Beke npnobpetaeT ocoboe 3HaueHne BO MHOIMX chepax
06L,eCTBEHHOW XWU3HWN, 0COBEeHHO B chepe nckycctea. Korga TepMuH ncnosblyetcs

N7 0603HaUeHNsA «NepekpecTka» Uan «nepexosa», OH CUMBOAN3NPYET BHYTPEHHIOH
noTpebHOCTb B AManore U HacTPoe Ha MHPUAbTPALMIO 1 UMMNNaHTaL UK. Yepe3
KpOoCcoBep COBPEMEHHbIV KOMMO3MTOP OTKa3blBAeTCA M30AMPOBAaTLCA B rPaHMLIAxX
pernoHanbHOro KaHoHa, AomnyckaeT cBoboay Bblibopa B r106asbHOM KOHTEKCTE,
BbICTYMaeT NPOTMB MMUTALMKN U NMOBTOPEHWUs, obecneynBaeT yHMKaAbHbI 06pa3

AN KaXKA0ro coumHeHuns. «KpoccoBepHBbIn» ANCKYPC AeMOHCTPUPYET aBTOHOMMUIO
OTAENbHbIX aBTOPOB W NMPVBOAUT K CO3JaHWNIO MPOU3BEAEHNN, OTANYAIOLLUXCA CBOE
NHANBUAYaNbHOCTBIO. My3blkaabHOe TBOpYeCTBO boarapum BTopoi nonosuHbl XX B.,
6oratoe Ha HeOb6blYaHO pa3HOObpPa3Hble U r1yboKMe NPOABAEHUA KPOCCOBepa

N MEXKYNbTYPHOrO B3aUMOZAENCTBIA, XapaKTepun3yeTcs C/I0XKHON CMBOJIMKOMN.

OHo BkAtoYaeT B cebs Kak 3N1eMeHTbl HaLMOHaNbHOM TPAAMLIMK, TakK 1 3HaKW rNo6asbHON
COBPEMEHHOCTM, NPOABAAOLLMECH B MY3bIKaNbHO-CTUINCTUYECKNX OCODEHHOCTAX,
>KaHPOBbIX Pa3NNUMAX U STHOKYAbTYPHbIX Npu3Hakax. Kpoccoep paktnyeckm
dopmupyeT eBponericknii 06pas MblLLaeHUA 6ONTapcKoro TBOPLA, BOMAOTUBLLNNCA

B CBOeOHpa3Hyto HacCTb ero reHeTnyeckoro koga. KpoccoBepHblili gvanor nopoxzaaert

B €ro XyZ0XeCTBEHHOM CO3HaHUW UAen HOBOTO TUMa NPOU3BEAEHWNIA, Yeli ABOVCTBEHHbIN
WAN MHOTOMEPHBIN XapakTep npeBpaLLaeTcs B NPU3Hak HOBOW KyNbTypPHOW
NAEHTUYHOCTM MX aBTOpoB. POpMUPOBaHME U Pa3BUTUE STUX «MEePEKPECTHBIX»
[NanoroB MOXHO YBUAETb B TakUX MPOU3BEAEHMNSAX, KaK AXKa3oBas KaHTaTa Munyo
JleBuneBa «3eneHbin fom» (Green House) n cumdoHmyeckas ctomta Bacuna KasaHaxxmesa
«KapTuHkm 13 bonrapuwm». 3aecb 6oarapckas GonbkaopHas Tpagmumns NpoAoaKaeT b6biTb
APKO 3BYyYalllei N OJHO3HAYHO Y3HAaBaeMOW, HO He MOBTOPEHHON B MHAWBUAYaIbHOM
aBTOPCKOM MoAXoAe.

Knrouessle cnoea: kpoccosep, bonrapckas my3sbika, Munyo JleBues, Bacun KazaHaxues.

BaazodapHocmu. Beipaxato rnybokoe yBaxeHue Kasaxckoli HaLMOHanbHOWM
KoHcepBaTopun UMeHn KypmaHrasbl 1 61arogapHocTb 3a npuraalleHune bbiTb aBTOPOM
XypHana Saryn.

Ana yumuposaHnus: Konaposa, 3. fiBNeHne «KkpoccoBepa» U MeXKYbTYPHbIN Jnanor
B 6orapckom My3bikaabHOM TBOPYECTBE BTOPOM NosoBMHbI XX Beka // Saryn.
—2023.-T.11.-N2 4. - C. 54-67. - DOI: 10.59850/SARYN.4.11.2023.42.
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