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HPEATIOBOP

African Mosaic e akaneMU4HO U KyJITYpHO CIIMCAaHHE, IOCBETEHO Ha MHOTOOOpa3HeTo u
OorarcTBOTO Ha adpUKAHCKUS KOHTHMHEHT. CIHCaHMETO NpEACTaBs eceTa, JIOKIaad |
W3CJIEABAHUS OT CTYJCHTH, U3CIIEJ0OBATEIH, JTFOOUTENN U MPAKTHIN 1O MIUPOK CIIEKTHP OT TEMH,
CBbp3aHu ¢ AQpuka — OT KyJITypa, U3KyCTBO, €3UIM M JIUTEPaTypa 10 EKOJIOTHUS, HCTOPHS,
YOBCIIKYU MPaBa U ChbBPEMEHHH MPOOJIEMH, C KOUTO ce cOIbckBa KoHTHHEHTHT. African Mosaic
Chb3llaBa IPOCTPAHCTBO 32 CIIOJCNISHE HAa WACM ¥  BIBXHOBEHHE, HAChpPYABANKH
MEKAYAUCIMIUIMHAPEH U MEXKIYKYJITYPEH OOMEH, KOMTO H3Clie[iBa MHHAJIOTO, HACTOSILICTO U
Obaemero Ha AdpuKa B II00aTeH KOHTEKCT.

[TepBusT Opoit Ha cnimcanue African MosaiC e mocBeTeH Ha My3HKaJIHOTO M TaHIIOBO
HacJeACTBO Ha A(pHKa U U3CIIe/IBa HAKOJIKO YHUKAIHU TEMH: TJI00QTHOTO 3HAYCHUE U BIIUSIHUC
Ha appUKAHCKUTE PUTMH M TaHIM KAaTO YacT OT CBETOBHOTO KYJTYPHO HACJIEACTBO, MPHIMKHUTE
MEXay OalKaHCKHs (OJKIOP W 3anajgHoa(pUKAHCKUTE TAHIOBH (POPMH, KaKTO U IOJ3UTE OT
aQpUKAHCKUTE PUTMHU U TAHIM KaTO XOJHMCTHYCH IMOJIXOJ KbM 3IPABETO U OJIATOCHCTOSIHUETO.
AQpUKaHCKHTE PUTMH M TaHIM CE PA3IIICKIAT M KATO TEPAINEBTHUCH HHCTPYMEHT 32 TICUXHYHO
3[paBe, KOUTO Ch3/1aBa MOIIHO TPaHC(HOPMHUPAILO U JIe4eOHO MPEKUBIBAHE, CBHP3BAIIO TSJIOTO,
yMa ¥ Iyxa.

CrnmcaHHeTo € 4acT OT MPOeKTa ,,ADpPUKAHCKA MY3UKA, MAHYU U USKYCMEO: PUMMUYHO
nemeuecmeue Ha pasHoodpasue u erusHue U Oelle MPeaIIeCTBaHO OT MOPEAULa KYITypHH U
aKaJIEeMUYHN CHOMTHS, IPOBEJCHN MEX Iy Mail 1 HoeMBpu 2024 T., BKIIIOYBAIIIH:

e YecrBaHe Ha [leHss Ha AdpuKa c pazHOOOpa3Ha NporpaMa oT KyJATYPHU U aKaJeMUYHH
CHLOUTHS,

e Bropu ¢puiamos ¢pecruBan 3a appukancko kuHo B bbiarapusi B mapTHrOpCTBO ¢
Hanmonannara akaneMus 3a TeaTpaido U GpuiMoBo u3kyctso (HATDOUN3);

e Cepus oT padOTHIHMIM U JEeKIHU Ha TEMH KaTo aQpUKAHCKU PUTMH, TPATUIMOHHU
OapabaHM, CbBPEMEHEH U TPaJUIIMOHEH ah)pUKAHCKH TaHIL;

e Kpbriaa maca Ha TeMma ,Adpuxancka my3uka, mawyu U U3KYCMEO: PUMMUYHO
nvmewiecmeue Ha paznooopazue u iuAHue', T1eNAlla TOMyJISpU3UpaHETO Ha
appukaHckaTa KyJiTypa B bbarapus;

e Kpbria maca m padoTWIHMIA, TTOCBETEHM Ha TeMaTa ,,A¢puxkanckume pummu u
Manyoea mepanus Kamo nooxo0 KvM NCUXUYHOMO 30pase’.

enuza I'eopeuesa, uzcneoosamen



INTRODUCTION

African Mosaic is an academic and cultural journal dedicated to the diversity and richness
of the African continent. The journal features essays, reports, and research by students, scholars,
enthusiasts, and practitioners on a broad spectrum of Africa-related topics, from culture, art,
languages and literature to ecology, history, human rights, and contemporary issues faced by the
continent. African Mosaic creates a space for sharing ideas and inspiration, fostering
interdisciplinary and cross-cultural exchange that explores Africa’s past, present, and future within
a global context.

The first issue of African Mosaic is dedicated to the musical and dance heritage of Africa
and explores several unigue themes: the global significance and influence of African rhythms and
dance as part of world cultural heritage, the similarities between Balkan folklore and West African
dance forms, and the benefits of African rhythms and dance as a holistic approach to health and
well-being. African rhythms and dance are also examined as therapeutic tools for mental health,
creating a powerful, transformative, and healing experience that unites body, mind, and spirit.

The journal is part of the project “African Music, Dance, and Art: A Rhythmic Journey of
Diversity and Influence” and was preceded by a series of cultural and academic events held
between May and November 2024, including:

Celebrations of Africa Day, featuring a diverse program of cultural and academic events;
Second African film festival in Bulgaria in partnership with the National Academy for
Theatre and Film Arts (NATFA);

e A series of workshops and lectures on topics such as African rhythms, traditional
drumming, contemporary, and traditional African dance;

e A roundtable discussion on “African Music, Dance, and Art: A Rhythmic Journey of
Diversity and Influence”, aimed at promoting African culture in Bulgaria;

e A roundtable and workshop dedicated to the theme “African Rhythms and Dance
Therapy as an Approach to Mental Health”.

Deniza Georgieva, Researcher



The art to dance community: approaches to a ritual dance pedagogy with live
music

Stephanie Bangoura

Abstract: This article explores the significance of ritual elements in contemporary dance
education, presenting the method of “Ritual Dance Pedagogy”. Developed over the past decade,
this approach combines African dance and music traditions with Gestalt therapy principles, as well
as insights from medicine and psychology. Through live music and symbolic action, ritual dance
pedagogy aims to enable dancers to experience the power of transformation and healing within a
communal space. The methodology emphasizes the formation of an inclusive environment where
dancers and musicians engage in an energetic exchange, fostering support, empowerment, and
self-expression. Key ritual elements—such as intention, transition, symbolic actions, and the
circle—are reinterpreted to serve modern educational needs. The collective energy generated in
ritual dance facilitates connection, self-discovery, and healing, presenting a unique avenue for
transformative learning.
Keywords: dance education, Gestalt therapy, African dance, healing, transformation

Pe3rome: Ta3u craTus usciie1Ba 3HaYEHUETO HA PUTYAJIHUTE €JIEMEHTH B CbBPEMEHHOTO TaHI[OBO
oOyueHue, npeACTaBInKd METOA, n3BecTeH kato “llemarornka Ha putyanHus TaHi . Pazpaboren
pe3 MOCIETHOTO JECETHIIETHE, TO3M MOAX0] KOMOMHHMpa appUKAHCKUA TAHIIOBH M MY3HKAJTHH
TpaJiuLIUM C TPUHLUINTE HA TElIANT TEpaNuATa, KAKTO WU IPO3PEHHs OT MEAUIMHATA U
ncuxosorusaTa. Ypes xKuBa My3uKa U CUMBOJINYHM JEMCTBYS, IIEaroruKaTa Ha pUTYaIHUS TaHI
MMa 3a 11eJ1 Jia M03BOJIM Ha TaHLIbOPUTE J1a M3MUTAT CuilaTa Ha TpaHCOopMaLusaTa U JICYEHUETO B
001110 poCTpaHCTBO. MeTo0IoTusATa aKIeHTUPa BbPXY Ch3JJaBaHETO Ha BKIIOYBAIA Cpe/a, B
KOSITO TaHIIbOPH M MY3UKaHTH C€ aHTaXHUpaT B €HeprueH oOMeH, KOMTO HachpuaBa MOAKpENa,
OBJIACTSIBAHE M camou3passBaHe. KIIFOUOBHM pHUTyalHM €JIEMEHTH — KaTO HaMEpEHHE, IPEXOom,
CUMBOJIMYHM JIEUCTBUS M KpbI — C€ MPEOCMUCIAT, 3a Ja OOCIy>KBaT CBHBPEMEHHUTE
oOpa3oBarenHu Hyxau. KonexkTuBHaTa eHeprusi, TeHEpUpaHa B PUTYyaJHMs TaHI, YJIECHsSBA
Bpb3KaTa, CAMOOTKPUBAHETO U JICUEHUETO, MIPEACTABIIABANKN YHUKAJIECH BT 3a TPAaHCHOPMHUPALIO
oOyueHue.

KarouoBu nymm: manyoso obpasoeanue, cewjanm mepanus, AQpuKaHcku mauvyu, usyeieHue,
mpawncpopmayus

The dance class as ritual
This article is an approach to the importance of ritual elements in contemporary dance

education. Over the last ten years, | have developed a method that combines basic elements of



African dance and music traditions with Gestalt therapeutic approaches and insights from medicine
and psychology?. | have called this Ritual Dance Pedagogy. In this paper, | will explain how ritual
elements in dance can be made fruitful with live music as part of this approach. The aim is to make
it possible to experience the meaningfulness of dancing, what moves us and the healing power of
dance.

The concept of ritual is broad: as early as the 1960s, the Scottish ethnologist Victor Turner
argued for interdisciplinary and process-based ritual research. He described religious ritual as
“prescribed formalized behaviour for occasions which have not yet become routine and which
have a reference to belief in mystical [...] forces or beings which are regarded as causative of the
desired effect” (Turner cited in Bowie, 2000, p. 153, translated by the author). In contrast to the
French ethnologist Emile Durkheim (1981), who ascribed a system-preserving function to ritual,
Turner was of the opinion that rituals have the potential to generate new ideas that challenge the
social order and can therefore lead to (revolutionary) changes in culture, society and politics under
certain circumstances (cf. Alexander, 1997). In contemporary cultural studies, humanities and
social sciences (Wulf, 2006), too, increasing efforts are being made to view rituals in a transcultural
context. Bobby C. Alexander describes two qualities in particular: “Ritual in its most general and
basic sense is planned or improvised performance that affects a transition from everyday life to an
alternative context in which everyday life is transformed” (Alexander, 1997, p. 139, translated by
the author).

I would like to highlight a few characteristics of ritual that | believe are particularly
relevant for dance education practice:

e Every ritual is based on an intention, a purpose.

e Rituals celebrate and secure transitions (e.g. transformation of identity, social roles, status
and competence).

e Symbolic actions can make the invisible visible and tangible.

e Ritual focuses and channels energy.

e There are no spectators in the ritual, only participants.

L When I talk about African dances in this paper, | refer primarily to the West African Yoruba and Mandinka traditions.
| am particularly familiar with these through my long experience in various African countries and with dance theater
and music groups from Dakar, Paris, New York, Havana, Salvador, Hamburg and Munich.



e The ritual opens the perception for the unconscious, the magical, the mythical to unfold
and take effect.

Regardless of specific elements, every dance class can be celebrated as a ritual that can be
described in three phases — separation, transformation and re-integration into everyday life (cf.
Van Gennep, 1986, p. 50). Secular societies lack meaningful, collective frameworks that could
accompany and support the individual in phases of upheaval. The dance class is therefore of
enormous importance, especially in times of social atomization: the space created in the ritual
offers an important pole of calm, concentration and community in phases of speed, distraction and
disorientation. It is therefore important for leaders and teachers to support and accompany this
process in such a way that it can be carried out in an orderly manner.

Many dance forms, including European ones such as classical ballet, have developed from
ritual contexts.? It, therefore, makes little sense to copy the outward form of rituals, as these have
developed in a singular context. Ritual dance pedagogy sees itself as a transcultural approach that
looks for new ways to make traditional, ritual dance forms fruitful for today's situations and needs.
A dance can only be experienced as meaningful and effective if it is adapted to the needs and
situation of those who dance it, which also manifests a gestalt-therapeutic attitude:

The perception, voluntariness and self-determination of the participants/dancers are always
respected. The dance ritual lives from the resonances between dancers and musicians — both
support, stimulate and challenge each other in an ongoing dialog. The basis for spontaneous
individual dance interludes is formed by long, repeated movements, rhythms and songs of the
group. This shared energy gives rise to what | call a supporting group. Dancing together can create
the intersubjective experience of being carried by the group as well as being a supporting member
of this group 3.

Ritual dance pedagogy synergistically combines African traditions with contemporary
movement concepts and forms of training, including concepts from Gestalt therapy, voice training,
rhythm training, theater pedagogy and contemporary dance improvisation, as well as individual

elements such as trance journeys, self-massage, yoga and Pilates exercises. The leading dance

2 In her cultural history of ballet, Dorion Weickmann (2002) describes, for example, how ballet developed from the
social dances and physical techniques of the European courts. This opens up a new perspective on dance: it is not seen
as a staged art or aesthetic form in itself, but as a cultural and socio-historical product, at the center of which are the
body and ritual forms of collective togetherness and discipline.

my book “Rituelle Tanzpiddagogik - Die Kunst, Gemeinschaft zu tanzen” (2024), I explain how these elements
can be brought together in educational practice.
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educators develop a ritual structure in resonance with the dancers and musicians and use its
elements as appropriate to the situation. It is important that one's own perception is focused on the
here and now: on the musical sounds, the group and one's own body. This prevents actions from
being mechanically or even dogmatically linked to one another; individual actions (playing music,
clapping, sounding, shouting, singing, screaming, shaking, laughing, crying, dancing, walking)
become part of a creative, open whole.

The contact offer, as taught in Gestalt therapy, culminates in spontaneously improvised
dance, the danse individuelle: a dancer dances alone in the middle of the circle in dialog with the
live music. Music and the presence of the group provide support, strength and orientation so that
the dancer can follow their impulses for self-regulation. The leaders have to pay close attention to
the dynamics in the group. The principle of participation applies; the ritual should be created
together rather than passively consumed.

The entry and exit (beginning and end) of the ritual represent a sensitive phase that needs
to be guided and shaped by the teachers. In these transitional phases, it is important to pay attention
and slow down so that they can be carried out safely. The individual is separated from their familiar
environment and needs time and trust to become part of a new community or to return to their old
environment with new experiences. When the dancer moves from the circle to the center, they
leave the group. They are alone — the only thing that counts in the center of the circle is the courage
to be singular, the courage to break away from the group. From a cultural-historical perspective,
the overcoming of basic fears is acted out here.* In the dance ritual, the primal human fear of being
abandoned and lost, of loneliness, ridicule, weakness and failure can be experienced. In this
essential confrontation lies the potential to create something new: new movements and
experiences, which in turn can lead to independence, freedom, happiness, change, transformation
and healing. The ritual clapping after the individual dance accompanies the dancer back into the
community. Feedback rounds make it possible to share special moments with the group, to

verbalize them and to support the individual awareness process.

4 “Against death and hardship, the great parents of fear, everything that mankind has at its disposal in terms of
intelligence and technical skills is brought to bear. All positivity, the joy of life and its thousandfold celebrations,
requires relief and the absence of fear. Overcoming and dispelling this is the first task of all cultures. Cultural surpluses,
which serve to increase pleasure and delight, can only arise when death and hardship, when fear no longer determines
the activities of the community alone.” (B6hme, 2000, p. 223, translated by the author)

11



Embodied symbols

For Turner, the symbol is the smallest unit of the ritual (cf. Turner, 1967, p. 19). Embedded
in a larger symbolic network, it creates a meaningful social action. He describes symbols as
polymorphic, i.e. multifaceted and ambiguous elements. Turner's research into rituals in southern
Africa, Mexico, Brazil and Ireland made an important contribution to identifying physical
symbolism as a basis for the organization of the social world.

During my many years in Senegal, | was repeatedly fascinated by the uniformity of the
greeting rituals and how they are embodied. The Senegalese greeting aims to clarify the hierarchy
between those present and the peaceful and well-meaning intentions of the person being greeted.
This is done each time in a detailed, patient and equal manner °. From a European perspective, it
is a speech without content relevance, without truth. But here it's all about attitude — about
answering in an appropriate way and thus creating a respectful atmosphere. Direct questions are
avoided in the course of the conversation and it is left to the (usually male) higher-ranking person
to decide how to discuss or approach topics. | also experienced this dynamic in the dance dialog
with the musicians, who played around my movements musically without directing them too
strictly. “It's all a question of respect,” a musician once said to me.

The complex symbolism of African dances seems overwhelming to outsiders. In my work,
| have concentrated on movements that deal with existential human themes and can be understood
beyond the African context. These are movements that not only represent liberation, recharging
and connection, but actually create them. The energetic bath of the Orisha dances is an example
of symbolic action that creates a reality and allows it to be experienced. In ritual dance pedagogy,
it can be experienced by the musicians through the execution of dipping, showering, stroking and
shaking movements. Bathing in the music promotes awareness of the live music and its energy.
Through the repetition at the end of each dance unit, it becomes an organizing element that

supports the ritual framework.

® The question: “ana wa kergi?” is always answered with “nungi fa”. Translated, this means: “Where are the people
of your home?” “They are there.” To the question: “nangadef?”” (What are you doing?) is usually answered with “I
am here.” Such a dialog can continue for up to 15 minutes.

12



The circle in the dance ritual

“Why in a circle? A circle is an ingenious form. There is no top and bottom, no important
and unimportant, no boss and subordinate, no hierarchy or pecking order. Everyone is
equal. Anyone who joins a circle is part of the whole. This corresponds to the natural order
on this earth, which is also round and makes no distinction of rank. A ritual in a circle

dissolves value judgments.” (Francia, 2011, pp. 8-10, translated by the author)

Characteristic forms of movement and formation in many traditional African dance rituals
are the circle, semi-circle and spiral. A semi-circle allows another semi-circle to be added and the
spiral also describes a circle at its core. In ritual dance pedagogy, the performers arrange
themselves in a semi-circle, while the spectators and participants form a complementary semi-
circle. Individually improvised dance interludes are often introduced by a spiral run. The dancers
make eye contact with the audience. Spirals can also be danced collectively or drawn on the floor
with leaves, sand or flour. On a symbolic level, the circle and spiral represent an archetypal pattern.
They can be associated with the cycle of the earth, the cycles of death and life, ecological food
chains or water cycles. The circle is a motif of transformation — nothing remains as it is, nothing
disappears and everything reappears in a different guise.

In ritual dance pedagogy, the circle means both protection and concentration. Anyone who
dares to step into the center of the circle receives the attention of the group and stands in a field of
tension. Dancing in a circle ideally supports the participation, belonging, perception and
appreciation of all those present, without exposing or exposing anyone. At the same time, it enables
self-initiated stepping out and showing oneself. It is about taking up the space at the center and
expressing what has been held back until now, what has not (yet) been allowed to be expressed.
The group and musicians perceive where the dancer is holding back (traumatic trace) or letting go
(erotic trace). They reflect this through shouts, sounds, clapping, drum beats or other gestures.
Everyone takes part, whether by watching, clapping or shouting — everything serves to generate
energy for the event and for each individual. The contrast to the conventional spectacle is obvious:
there is no passive, anonymous mass that sits motionless in the dark and watches. Conversely, in
ritual, the performers are “always also the audience of themselves” (Wulf & Zirfas, 2004, p. 27,

translated by the author).
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In capitalist and patriarchal societies, hierarchies are constantly (re)produced. In the circle,
these boundaries can be experienced, acted out and at the same time suspended. In my pedagogical
practice, | repeatedly experience the liberating and healing role of the circle. It counteracts
imitation, comparison, competition, exclusion and hierarchy and encourages eye contact,
encounters, participation, cooperation, belonging and integration. Dance therapist Alexa Junge
writes: “Dancing is not only a sociable and socially equalizing activity, but also often marginal
and abnormal. It creates a contrast to everyday life and transports the dancer into a timeless state
outside of their structured routine” (Junge, 2010, p. 6, translated by the author).

Teachers of ritual dance pedagogy therefore take care to form a circle without energetic
holes. The dancers are encouraged to feel their neighbors, to dance shoulder to shoulder, to include
the musicians, i.e. not to turn their backs on them. The circle is a central form — but it is just as
important to dissolve it again, to use diagonals and other possibilities. Dancing means enlivening

and experiencing the space in a variety of ways.

Energy and energetic rules

Friendly rituals are based on reciprocity and a mutually activating energy: | give and
receive. In every culture there are rules which — even if the social actors are not aware of them -
help to direct attention and energy. Dance events, such as those | experienced in Senegal, be it
concerts, festivals, workshops, rehearsals or a wedding, are a good example of how money is
handled in a non-European context. In contrast to the often opaque transactions of the Western
market economy, musicians in Senegal are always paid in cash and on the spot: they are given
banknotes in front of everyone, pinned to their foreheads or given to them in some other way as
part of a performative act, with banknotes often flying through the air. Money is energy and its
visible handover signifies public appreciation and motivates people to continue playing.

Another phenomenon is that guests often go on stage at the end of a concert to show off
their improvised dances. They enjoy being on stage next to the stars, giving and receiving
appreciation, and stepping out of the audience increases the energy of the dancers and everyone
present.

Ritual rules are not to be confused with politeness. “In a ritual, all politeness can be

discarded. Once you have drawn the line that encloses the sacred space and invoked the spiritual
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forces, there is no lying, no hypocrisy” (Somé, 1999, p. 91, translated by the author). It is the line,

the protective circle, the decision and inner alignment that give rise to a dance ritual.

Outlook

From a Gestalt therapeutic perspective, every crisis is associated with an opportunity (see
Hartmann-Kottek, 2011, p. 162). lliness, discomfort or dissatisfaction are often the beginning of a
movement, in the literal and metaphorical sense. Becoming aware of one's own emotions (Latin e-
motus for English moved, shaken) and transforming them into movement, moving out, provides
good conditions for an energy-rich dance ritual. This is where the interests of artists and therapists
meet: they welcome emotions and transform them. It is important to find out which question or
which desire should be at the center of the joint ritual. Not only allowing emotions, but also
showing them and working on them collectively requires trust and a safe space that does not arise
spontaneously, but only over a longer period of time. In ritual dance pedagogy, | therefore prefer
to work with a core group over several years.

Every ritual is based on a desire for change. At the same time, the ritual enables
reconciliation with what is. Its potential lies in the tension between pause and movement: only
what has been accepted, named and seen can change. This stabilizing ground is created in the
ritual.

Dancing in ritual dance pedagogy means establishing a ritual connection with oneself and
the other person. The counterpart is the live music, the moment, the group, the earth, the neighbor,
the ancestors. Ritual dance pedagogy creates ritual spaces to carry out these processes safely.
Dancing thus becomes a powerful means of transformation. It enables an actual transformation of

the self and reality: nothing changes until | change myself. And then everything changes!
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Dancing together to get back to (the) one self:
Bulgarian and West African dance culture

Dilyana Kurdova

Abstract: The paper aims to present a brief comparison between Bulgarian and West African
dances by taking rituals and ritualistic symbolism as a focal point. Whether discussing the body of
a sole dancer or the common body, consisting of the many moving as one, dance is a part of the
culture of human movement where being together in one motion and rhythm synchronizes body
and brain waves thus creating feelings of connection and unity among those dancing (Ehrenreich,
2007). Moreover, it has been and still is crucial to rituals as the main protagonist in healing
practices. Bulgarian dance tradition largely represents the principle of chain and circle dances
where dancers join hands as one living and moving organism. West African dances mostly appear
to be on the other end of the “single—common” polarity. How do bodies move in different contexts?
What does it mean to be a part of the common body within traditional Bulgarian and West African
dance culture? Who, what and how is healed? This research is an initial pursuit to present a point
of view towards the dancing body as a tool and repository of past-present-future symbolism. | base
my research on the works of ethnochoreologist and anthropologists, as well as on my observation
and fieldwork concerning the analysis and description of human movement, trying to illuminate
the ritualistic background of dances often lacking in the present-day interpretation of traditional
dance. Finally, the paper brings forth the idea of dance as intercultural language synchronically
(within the context of two distant dance cultures) and diachronically (past-present-future
connections).

Keywords: Bulgarian, West African, ritual, healing practices, dance

Pe3tome: B cratusara ce mpaBu HayalleH OMUT 3a KPAaTKO CpaBHEHUE MEXIy OBITapcKUTE U
3amagHoapUKaHCKUTE TaHIM, KaTo 3a OTIpaBHA TOYKA C€ B3MMAT PUTYyAIHTE U PHUTyalTHATa
CUMBOJIMKA BBTPE B CaMOTO JBM)XeHHE. He3aBUCHMMO N1any roBOpUM 3a TaHIyBallOTO TAJIO Ha
WHIWBUAA WIK Ha OOLIHOCTTa, TAaHIyBalla KaTo €JHO IS0, TaHIBT € 4acT OT KylTypaTa Ha
YOBEMIKOTO TeNoABIKEeHHE. CBHBMECTHOTO ABMKEHHE M PUTHM CHHXPOHU3UPAT TSUIOTO H
MO3BYHUTE BBJIHMU KaTO MO TO3W HAUMH CE€ CHh3[laBa YyCEIaHE 3a BPB3Ka U €AMHCTBO MEXKIY
taniyBamure (Ehrenreich, 2007). OcBeH TOBa TaHI[yBaHETO € OMJIO U BCE OLIE € OT pellaBalio
3HAYECHHE 3a PUTYaJIUTE KaTO TJIaBHO JCHCTBAIO JIMIE B JICUEOHUTE MPaAKTUKH. bhiarapckara
TAaHLIOBA TPAAUIMUsl JI0 TOJsIMA CTENEH C€ OTBXKAECTBSIBA C TAHIUTE B KPbI, MPU KOUTO
YYaCTHUIIUTE C€ XBaIlIaT 3a PhIIE B €IUH KUB U JIBUXKEII CE OPraHU3bM. 3anagHoappruKaHCKUTE
TaHIU B MO-TOJSIMATa CH YacT U3TJIEXkAa KaTo J1a ca Ha APYTHs Kpail Ha MOJISPHOCTTA ,,MHIUBU]T —
obmHocT®. Kak ce nBmkar Tenmata B pasnudeH KOHTEKCT? KakBo o3HauaBa jga ObjaelI 4acT OT
O0IIOTO TSJIO B TPAAUIIMOHHUTE OBIATApCKU | 3anaaHoadpukancku TaHuu? Koi, kKakBo U Kak ce
nekyBa? HacTosmoro wu3cneaBaHe TMpEACTaBIsiBA ITHPBOHAYAJIEH ONUT Ja TOrJeaHa Ha
TaHITYBAIIOTO TSJIO KATO €IWH BUJ HHCTPYMEHT U XPAaHUJIUIIE Ha CHMBOJIM OT MUHAJIO, HACTOSIIE
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u Opaenie. B3umaiiku 3a OTIpaBHa TOYKA TPYIOBETE Ha €THOXOPEOJIO3H M aHTPOIIOJIO3U, KAKTO
MOM JINYHH HAOJIOICHUS BbPXY aHAIIN3a ¥ OIMCAHUETO Ha YOBEIIKOTO JIBI)KCHUE, TEMaTa OIIMTBA
J1a OCBETJIM PUTYaJHUS IUIACT HA MOJCPHUTE HHTEPIPETALMU BHPXY TPaJULHOHHUS TaHL, KOUTO
YCCTO JIUIICBAT B CbBPCMCHHATA UJICA 34 TPAAUIMOHHUTC TaHIU. Crarusra pasricixKaa TaHlla KaTo
MEXIYKYJITYPEH €3UK B CHHXPOH (B paMKHTE HAa KOHTEKCTa Ha JIBE JIaJICYHU TAHIIOBU KYJITYPH) U
IMAaXpOHHO (MUHANIO-HACTOsIIEe-0ObaetIe).

KuouoBu q1ymMu: 6vreapcku, 3anadnoaghpukancku, pumya, 1edeonu npakmuxu, maty

In her fundamental ethnochoreological work “Past and Present in Field Research: a
Critical History of Personal Experience”, Anca Giurchescu notes that researchers should be glad
for the presence of new phenomena and processes related to dance which offer challenging new
areas and research, instead of condemning the gradual disappearance of folk heritage. According
to her, there is an opportunity to uncover traditional patterns in the structure of urban dance
contexts and to study dances among minority groups and in newly emerging subcultures, for
example (Giurchescu, 1999). Seizing the opportunity to put this into practice, in the following
pages | will offer an initial comparison between two dance cultures far away from each other
geographically and with different body movements performed in seemingly extremely different

contexts.

I am well aware of the fact that observers outside of a given context cannot interpret
movement in culturally appropriate ways without knowing specific cultural and aesthetic ideas of
the particular traditional setting. Except at the level represented by step patterns, dance cannot be
comprehended cross-culturally without understanding individual dance frameworks in relation to
the culture in which each tradition is embedded (Nahachewsky, 2012). As a Bulgarian dance
teacher and researcher, | explore Bulgarian traditional dances based on extensive fieldwork | have
done throughout the years. However, | consider myself an outsider to our Bulgarian dance culture
since I have not been brought up into it but rather observe it looking into it from ‘behind the fence’.

This constitutes common ground with my West African dance knowledge and research.

Dance therapy, women circles, African dances and ecstatic dances have been at the
forefront of the so-called New Age cultural movement in Bulgaria which encompasses music and

dance. However, my experience with West African culture and body movement started via an
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Erasmus+ project called “The Singing Body”®, which | was managing on behalf of the Bulgarian
partner in the Erasmus+ consortium. The project concluded in Sofia (Bulgaria) on 10th-11th
September 2022 with a weekend full of dance and music workshops, as well as a blast of a concert’
that featured ten professional musicians from six different countries performing on stage for more
than two hours. Via this project I got to know movements, melodies, fables, etc. through the griot®

Massa Dembele®, various African and European musicians, as well as three superb dance teachers:

1) Stephanie Bangoura, the leader of the project. She is a German dancer, gestalt therapist
and trainer for ritual dance pedagogy. Stephanie has been working full-time with West African
music and its dance forms for over 20 years. She teaches them in various contexts, be it as a
performer or lecturer in Salvador, Havana, New York and Paris or as a therapist in Hamburg.

2) Eva Azevedo, who sadly passed away a few days ago. From 2009 until 2024, Eva was
developing research, training and artistic creation projects carried out in Europe, Burkina, Benin,
and Brazil supported by her husband and musician Paulo das Cavernas'®. She was a dance teacher
on the West coast of Africa between 2003 and 2024, having created her teaching method “Farisogo

Sira-O Caminho do Corpo”.

3) Miriam Del Barrio Escola (Miriamba Afrobarcelona) has been a teacher of African
dance since 2008 in Catalonia. Trained since 2005 with the traditional African dance and
percussion company “Foret Sacrée de Ziguinchor”, she travels every year to Casamance (Senegal)

to continue enriching herself and learning through fieldwork how to play instruments and dance.

Last but not least, | had the chance to immerse myself in one facet of the West African
dance culture in July 2023 through a stay in Accra (Ghana) as a participant in the 47" ICTMD
World Conference, organized by the University of Ghana, Legon!!. In Accra (Ghana) | had the

6 https://afrikanischer-tanz.de/de/vergangene-erasmusplus-projekte/the-singing-body/
’ Check here for the full concert: https://www.youtube.com/watch?v=EQSx_x8-LFY

& A person who preserves the memory of the ancestors by passing on the knowledge entrusted through music and
verse.

A djembefola from Burkina Faso. He is a multi-instrumentalist and a student of Adama Drame.
10 https://www.youtube.com/watch?v=w_6w-0lck2g
11 https://ictmusic.org/node/5755
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first urge to attempt and lift the veil of old ritualistic symbolism as a basic layer of cultures across

the world, hidden within dances in plain sight.

What spiked my interest was a trip to the Cape Coast of Ghana. There we were cordially
invited to visit a local chieftain and join him in his own home. Before even entering the village
where he resides, we were met with music, dance and bread by his official speaker and his court
musicians — a symbolic gesture heavily reminding a staple Bulgarian custom of greeting guests
with bread and salt. One might think that both occasions constitute a simple act of politeness.
Digging a bit deeper, the logic of balancing and neutralizing the danger the outsiders pose to locals
is visibly embedded in this common thread weaving between Bulgaria and West Africa. The
foreigner does not belong to the local society, and as such can be expected to do harm as well as
to be benevolent. Bringing food to strangers outside the village or in front of one’s home used to
be an act aiming to neutralize any harmful influence. In return, guests were expected to pay so that
the energy exchange would be completed, and the cleansing ritual — concluded. This was necessary

to restore the universal order which was disturbed by the contact with a stranger (Decheva, 2000).

Would two seemingly different body movements within the traditional context of
Bulgarian and West African dances also have anything in common? When | started researching
the topic I considered the negative result quite straightforward and searching beyond was a causa
perduta. Nevertheless, in the next pages, an intriguing pattern will weave itself out and present as
an initial base to nurture some food for thought. Dance in folk culture responds to differences in
its environment with qualitative changes. After the dissolution of the syncretic trinity of music-
text-dance (Ilieva, 2007), the ritualistic-magical nature of rites that have reached us today has
gradually weakened in Bulgaria and the Balkans. Today we may witness codes and knowledge of
rituals passed down to the next generation to some extent, the aim being rather the preservation of
traditions for the future with an emphasis on the element of spectacle and entertainment — for both
participants and spectators. This is partly due to the specificity of folklore itself, which as a system
develops in forms reminiscent of the theatre with a stage (choir, home, ritual places), obligatory

publicity in performance, and social involvement (Zhivkov, 1982).

On the other hand, according to Kealiinohomoku, old traditional dance cultures have a
large context compared to the small context of newer dance traditions (Kealiinohomoku, 2005).

Changing dynamics often introduces activities and behaviors that differ significantly from the
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older traditions of the large context. Even though an outsider would refer to dances of the West
African countries under the same generic umbrella term, for sure there are many differences and
similarities. The pace of internationalization and inner changes happening in West African dances
are also linked to the emergence of nation-states on the continent as well as the agenda behind
every newly appointed government. The processes of decolonization of West African societies and
culture include among other things the main-streaming of traditional dances (i.e. those transmitted
traditionally amongst generations) and placing them on stage as an art form. The Sovietization of
traditional Bulgarian folklore after 1945 shows similar patterns, such as flag-shipping Bulgarian

folklore as a recognizable ID card for the Bulgarian nation towards the outside non-Socialist world.

Throughout the present paper, |1 am not researching the overall development of dances or
concentrating on the visible step patterns that are totally different at first glance. This would be a
waste of pages leading to the obvious unlinking of Bulgarian and West African dance culture and
setting them in two opposite corners of the ‘nothing-in-common’ stretch. Instead, I will show the
commonalities and proceed to make my bold claim — that in its core traditional Bulgarian (Balkan)
circle dances performed in a closed or open chain have the same general principle that the West
African dancer has as a single moving body: i.e. in the Bulgarian/Balkan context the principle
unfolds itself through the common dancing body, whereas in West African setting it is visible

through the individual dancer.

Let’s state the obvious — most Bulgarian and Balkan dances are danced in a circle holding
hands in different positions (on the shoulders, palm in palm, on the belt, etc.). A circle is also the
form which is a common way of movement/formation in many traditional African dance rites,
albeit the fact that dancers do not hold hands but rather dance on their own in the middle of it,
surrounded by others or many dance at the same time but separately. A circle could be perceived
as a kind of an ouroboros, a snake which has bitten its own tail. In both West African and Bulgarian
traditional culture, the snake has an inherent duality of being the bridge between the material world
and the ‘other’ world; the up and down; the left and right; the female and male; the life and death.
In Bulgarian dances a snake is represented by the movement of the common body, whereas in

West African dance culture it might be literally enacted by the dancers.

To give a more precise description while comparing the two dance cultures in question, |

would need to present the terms microform and macroform according to the ethnochoreologist
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Anna llieva in her book from 2007. The study of the question of the antiquity of dance structures
and their principles, or the historical-typological study of dance, requires the introduction of these
two broad categories around which the unfolding of Bulgarian folk dance (from here on: choro) is
realized. The microform is a relatively complete construction that can be a cell, a motif, a phrase,
a section, but it cannot have an independent existence because it does not have sufficient duration.
That is why most often through the principle of repetition, the microform repeats itself again and
again (i.e. as the rings of a chain would connect to form it). A macroform is the overall flow, the
overall build-up, which includes the dance form, the appearance, the spatial figures, i.e. the
spatiotemporal coordinates in the unfolding of the whole. To put it in simple and quite generalized
ideas, the microform is the step pattern, whereas the macroform is the drawing that the common
dance body draws on the ground by means of the step pattern. For a more vivid illustration let us
take the example of the so-called “Krivo horo” danced in an open circle with its microform
constituting a simple three-measure phrase in 11/16. In the large Srednogorie Area in Bulgaria
very often after one or two rounds, the chain of players is led livelier with the one-bar microform
and wound into a snail shape. Depending on a player's position in the chain the direction of
movement varies — forward, left, right, back, etc. In this way, the entire coiled chain swings and

describes a circular motion on the ground *2.

When the choro dance is no longer a circle but a chain of dancers shifting in space, we
could say that it is perceived as a moving snake with a ‘head’ and ‘tail’ and can be seen all over
Bulgarian under various rhythms®. In a traditional setting, when this choro is performed by a large
group of people, the directions of movement of the participants in the different parts of the chain
are not the same. If we conditionally divide the chain into three parts, in the first third people dance
in the direction forward to the right and backwards, in the second third they begin the movement
exactly to the right and in the third part of the snake, movement is kept to the right while pulling
a bit to the left. The dancing body of the choro has the middle necessarily in a calmer pace as
compared to the head and tail of the snake. This middle part is responsible for keeping the whole
chain together while balancing between the pulling of the head and the curving of the tail.

12 A similar choro can be seen here on my foundation’s official Meta page:
https://www.facebook.com/PhoenixPerpeticum/videos/151909231083939/
13 An outright visible choro microform can be seen here:

https://www.facebook.com/PhoenixPerpeticum/videos/1757718681248766
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In modern terms, the center of the dance chain is in a way an isolation, a movement separate
from the rest of the action which to the naked eye seems almost like an inaction. It is an important
form of control. In West African dance tradition, the body is attuned to the music performed mostly
on drums and/or ngoni. Each body part reacts to different layers of the polyrhythmic music, but
one part is always in isolation — moving, but in a calmer manner so that it can be the balance
between the left-right or upper-lower. Both dance traditions in question have a polycentric
principle with one part of the body — single or common — kept in ‘isolation’ in order for the
macroform to unfold in space. Such a deeply embedded principle echoes an ancient cosmic order
that balances the outside world with the dancing body, thus bringing it to unity within and without

it, a process of healing, a return to oneness and oneself.

Dancing is a kind of ‘safety valve’ through which the ‘steam’ is released. Nowadays
dancing Bulgarian/Balkan choro is a favourite pastime in the form of recreational dances. Such is
the case with West African dances. Practical implementation of dance must go hand in hand with
a deep understanding of cultural knowledge and the symbolism behind dance patterns to fully
experience the healing force of moving together as one. The theory offered briefly in this paper
was conceived during the recent project “Dance Goes Digital” within the frame of the Erasmus+
Programme of the European Commission. It is yet to be developed and deepened so any comment
and input is welcome to enrich and further the discussion of the triptych dance-body-healing
beyond borders.
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crpanu ot 2013 r. Hacam, KypaoBa decto u3Hacs jekuuu B bbiarapus n dyxOMHa 1O TeMH,
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Drum circle: The healing power of unity
Deyan Petrov

Abstract: The article draws attention to the specifics of the "group drumming" method. The main
characteristics and the positive effects of this practice on the physical and mental health of the
participants are presented. Key factors in the development of "drum circles™ are brought out from
a historical perspective and examples from different cultures are given.

Keywords: drum circle, group drumming, art therapy, drum therapy, physical and mental health,
traditional cultures

Pe3rome: CraTusTa HacouBa BHUMAHHUETO KbM CHEIM(PUKHUTE HA METO/A ,,IpYNoOBO OapabaHeHe .
[IpencraBeHn ca OCHOBHH XapakTEPUCTHKH M TOJOXKHUTEITHU €(PEKTH Ha Ta3H MPAKTHKA BHPXY
(U3NIECKOTO W MEHTAJTHOTO 3/paBe Ha ydacTHHIUTE. M3Bexmar ce KiIo4oBH (hakTopu 3a
pa3BUTHETO HA ,,0apabaHHUTE KPBroBe™ B HICTOPUYECKA EPCIEKTHBA U CE TIOCOYBAT IPUMEPH OT
Pa3IUYHU KyJITYpH.

KuarouoBu aymu: 6apabanen kpve, epynoso bapabanere, apm mepanus, 6apabanua mepanus,
Quzuyecko u MeHmanHo 30page, MpaouyUOHHU Ky1mypu

What is a drum circle?

The sun was already beating down on the sacred hills around the valley when the village
came alive. Young and old people were moving excitedly. A strange vibration could be felt in the
air, carried only by light gusts of wind. Suddenly the wind picked up, went round every hut, blew
up the festive clothes in which the people had drenched themselves, danced with the leaves of the
trees, overturned several carelessly placed calabash vessels, and before it subsided, gave the
children of the village a refreshing hug. There was a commotion, people talking loudly and
hurrying to the wide meadow. The direction of the wind that day had not changed for countless

summers, and it was a sure sign that the ceremony could begin.

Every year at the same time the Baga people (Guinea, West Africa) pay respect to their
ancestors, contact the spirits and make offerings for a fruitful year. The day was special because
the sun changed its course, and if the spirits were not properly honored, the evil forces would take

the food from the field, the animals from the forest, the fruit from the trees and the goodness from
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the hearts. Fires were already burning, while people lined up in a huge circle. The musicians, who
had already cleaned and tuned their drums around the fire, settled in the middle. The elders were
dressed in lavish clothing and painted with tattoos that covered their bodies. The decoration
seemed to transform them into sacred animals, giving them both a fearsome and beautiful

appearance. They collectively gave the signal to begin.

There was only one way to begin - the lead musician played a powerful signal on the
djembe drum and the others followed. The rhythm invited the spirits into the circle, and they
joyfully began to dance among the people. The spirits of the ancestors had waited a whole year to
return to their homeland. Their powers possessed the people and dancing began ecstatically in the
circle. At first they were calm, but gradually the rhythm became so fast that the feet of the dancers

stopped touching the ground, and everyone fell into a euphoric trance-like state.

At that moment, the main deity Kakilambe came out of the forest dressed in a huge cloth
mask. The people gave a shout of joy and began to sing songs that hailed their guardian spirit. If
Kakilambe is already here, it means that they have been virtuous and can hope for a good and
fruitful year. The mask and the musicians went around the village and gave a blessing, banishing
evil eyes and powers. People were very happy, and dancing and singing continued throughout the

evening.

In the morning, everyone woke up with a smile and rushed to do their tasks for the benefit
of the village. For another year the harvest was secured, the spirits honored, and the elders happy.
Today, the beat of the drums was calm. The rhythm timed the steps of men as they tilled the land.

They worked together as one. In the evening, they will dance and chant again.

*k*k

It was a good day overall, but | was really bothered by the work report. It was supposed to
be ready by noon tomorrow, and I was just getting started. I left work thinking about it and decided
to dispel my worries by walking in the park “Borisova Garden” (Sofia, Bulgaria). The colors of
the forest captivated me. With the first steps in the park, my mood lifted and I calmed down.
Suddenly, in the distance, | heard the beat of drums. What was going on? How did drums appear

in the park?
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My feet drifted off in an unknown direction, and the sound grew louder. | found myself in
a small clearing where several dozen people were stationed, frantically beating the drums with
their hands. Subtly, my body began to move with the rhythm, and | danced in a way that had never
happened to me before... spontaneous and intuitive. I was not alone, people joined in from all
directions, dancing, humming and cheering happily. We did not know each other, but it was as if
we had been friends for years. We danced until sweat broke out all over our bodies and until our

legs were tired.

Suddenly | saw a free drum. | picked it up without much thought and tried to grasp the
rhythm that made us move. | had never played a musical instrument before and | was very clumsy
at first. However, the general rhythm and the collective energy carried me and | quickly found my
place next to the other drummers. | don't remember how long we played, but it must have been

several hours, as the sun had already set, and we continued under the lights of the park lamps.

At some point, it all ended as it had begun. The meadow gradually emptied, the rhythm
slowly died down and quietly stopped. I felt like an empty vessel — my worries were gone, my
body felt burning and tired, but my mood was more than uplifted. | don't like crowds, but among
the musicians and dancers, | felt part of a whole, even though we didn't say a word to each other.
Being in the park made the experience very powerful.

On his way out, one of the lead musicians said: “Hey, did you like it? You are always
welcome in the drum circle. The rhythm we played is from Africa and it's called ‘Kakilambe’. It is
played to thank nature and the forces that protect us and keep us away from evil.” | barely
answered, “Thank you!” and thoughtfully headed home.

Powered by the drum circle, | felt awakened and strong. | finished the pending report in a
few hours that very evening. | rarely did this in my life, but in the morning I decided to play my
favorite song, danced and thanked “Kakilambe” for the shared experience and the strength that

came to me. The next day | headed cheerfully to the forest one more time!“.

4 This part of the article is inspired by the book of Terence McKenna: “Food of the Gods: The Search for the
Original Tree of Knowledge A Radical History of Plants, Drugs, and Human Evolution”.
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Image 1: Open drum circle in South Park (Bulgaria, Europe)

Why can drums move us?

We all know that feeling. The moment our favorite music plays, we spontaneously start
moving, following the beat of the drums. This happens no matter whether we are in a bar or a
disco, at a concert or casually enjoying our favorite songs at home. Moreover, this drumming effect
can be traced back deep to the dawn of the first human cultures. Playing percussion instruments
finds a place in almost every culture known to scientists. It spreads to all corners of the world and

occupies an important role in modern civilization as well. Therefore, it should come as no surprise
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that, immediately after the voice, percussion instruments are among the first musical instruments
known to humankind (Giyom, 2000).

While the oldest known drum dates to 5500 B.C. in China, it is widely understood that the
greatest explosion of drum knowledge and drum rhythms came from Africa and this knowledge
has been promulgated by the African diaspora all over the world. These rhythms and music

o5 13

pulsations deeply shaped contemporary music. Genres like “jazz”, “swing”, “funk”, “blues”,
“soul”, “rock”, ,,reggae®, “hip-hop”, “world fusion”, “electronic music”, would hardly exist if they
did not follow the rhythms of Africa. The rhythms and drums from the Middle East, Europe, India
and Asia spread widely through the Silk Road trading routes and migration waves (Abrashev,

Gadzhev, 2000).

However, their role cannot be reduced solely to entertainment and creating a pleasant
musical atmosphere. Drums were deeply connected to community rituals and tribal practices,
important for the reproduction, development and preservation of the tribe/community. Examples
of this relationship are drawn from every human culture. In China, red drums have always been a
symbol of the power of the ruler and the destiny of the army. Drums were brought out whenever

there were ceremonies or festivities. They called the gods’ attention to the petitions of worshippers.

Image 2 — Red drum ceremony (China, Asia)

29



During the Sufi worship, groups of drummers play a simple rhythm repeatedly to
accompany the whirling dervishes, helping them achieve a trance-state. In Hinduism, the
“Damaru” drum is associated with the god Shiva and the creation of spiritual power. Some North
American Indians use rattle drums, kettledrums, frame drums and occasionally water drums for
shamanic and other magical practices. In addition to ceremonies in Buddhist temples in Japan,
the great “Taiko” drum (which was used as a samurai war drum in the Middle Ages) is also used
in concerts at international performances nowadays. In the Balkans, the “Tapan” drum is used in
many rituals, usually leading the movement of people from one secret space to another during
ceremonies. In Africa, drumming was a part of everyday life. Groups of drummers played (while
people were dancing) at harvest rituals, solstice gatherings, fertility rituals, marriage ceremonies,
initiation rituals, and at all kinds of celebrations. Drums were used for communication and healing.
Drummers (musicians) were usually part of a spiritual caste charged with important functions for

the reproduction of community knowledge and beliefs (Blanc, 1997).

Image 3 — Celebration ritual (Burundi, Africa)
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Similar examples are drawn from a wide variety of cultural contexts. Regardless of the
differences, drums all over the world are produced using similar technology, they perform
important community functions, and their key role remains to this day, despite the modernization
changes. How can we explain this historical phenomenon? What is the quality of percussion

instruments that makes them widespread and meaningful to people?

If we focus on the sound parameters of drums, we will find that this instrument covers a
huge palette of low, medium and high frequencies that have an impact on the human body and
consciousness. Neurological research in recent decades provides evidence that playing and
listening to drums increases brain activity, regulates heart rate and metabolism, stimulates the
sense of time, increases blood circulation, awakens the immune system, increases the levels of
happiness hormones and develops interlimb coordination. In addition, playing techniques are
derived from basic biomechanical movements of the human body, which makes this practice

extremely accessible and intuitive for many people (Northrup, 2016).

A person's ability to focus is deployed to such a degree during the act itself, that the human
mind detaches from extraneous or anxious thoughts. A process that in psychology is referred to as
“venting emotions” and “reducing anxiety levels”. Furthermore, this activity permeates our entire
body down to the cellular level. For example, our bodies are mainly made of water, and the water
molecule actively interacts with environmental sounds. Our bone system has an acoustic function
and vibrates when sound is emitted and received. That is why research in this direction seeks to
discover healthy uses of playing the drums and manages to register positive effects on patients
with diseases such as Alzheimer’s, Parkinson’s, cardiac arrhythmia, disorders of the vestibular
apparatus, addictions and mental disorders (Friedman, 2000). It is no coincidence that in Germany
a person with a specific health condition can ask his general practitioner to prescribe him drum

therapy, the costs of which are covered by the state budget.

These studies are of the utmost importance because they consider the effects of drumming
on the individual's body, using the most advanced tools for the study of human neurology and
biology. However, they cannot explain why this activity has emerged and managed to engage so
many people throughout human history. There is no way to consider all the factors and connections

here, but it is appropriate to distinguish two main social characteristics.
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Drums don't just create attractive and loud sounds that can be heard for miles in all
directions. They represent a specific means of communication that deploys a non-verbal language
understandable to the community. Drum tones mimic the sounds of nature and the range of human
voice, allowing the individual to express their emotions within a group context. Unlike verbal
communication, where one party is always actively listening and the other actively speaking, in
the drum circle everyone speaks their own individual language, but in a continuous connection
with the others. Moreover, this language is enhanced by everyone's participation, creating a
transcendent bond between everyone in the group. The circular form of organization creates
equality and empowerment by reducing the differences between people and the power hierarchies
during this act. Individual voices merge into a common rhythm that expresses the state, thoughts

and intentions of the group, thereby developing a sense of unity and cohesion (Hull, 1998).

“Typically, people gather to drum in drum "circles" with others from the surrounding community.
The drum circle offers equality because there is no head or tail. It includes people of all ages. The
main objective is to share rhythm and get in tune with each other and themselves. To form a group
consciousness. To entrain and resonate. By entrainment, | mean that a new voice, a collective

voice, emerges from the group as they drum together”.

Mickey Hart, drummer of The Grateful Dead,
Opening speech to the 20th UN General Assembly

Taken in their own right as objects, drums are the most ordinary of the cultural artefacts.
Getting sound out of them is also not enough to explain their social functions. The binding center
of the drum is the rhythm, not the individual sounds. Rhythm separates “chaos from order”, and
that is why this musical instrument plays an important role in the mythological systems of many
cultures (Sokolevich, 1990). Order here is achieved by active integration and fusion of separate
rhythmic lines into a common pulse. The rhythm is a predictable cycle that has no end and can be
sustained for a very long time. In these repetitive practices, order is built and maintained. The beat
is recognizable to the whole community, who can clearly trace its cycle in addition to dance steps
and ritual songs. In this way, rhythm instills trust and stability in tribal life. Namely, trust is an
essential characteristic of human culture. The rhythm accompanies and synchronizes every

community activity, not only the festive and ritual culture. Mowers mow the fields in common
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steps, blacksmiths forge iron in rhythm, warriors march together, and cooks prepare food in
rhythmic actions. Where there is a human movement and a group interaction, a rhythmic pattern
is found (Olatunji, 2005).

Ancient people also had a very strong sensitivity to natural cycles — the alternation of day
and night, tides, seasons, the movement of the sun and stars, etc. The cyclicality in traditional
societies and the perception of time also coincides with the cyclicality in drum patterns. It is as if
the full blood of life is captured in the threads of the rhythm, and with its transmission from
generation to generation, the collective wisdom, knowledge, technologies and labor activities are
preserved. No wonder that rhythm masters are among the most respected people in the community,
charged with spiritual functions and often forming a special caste (Blanc, 1997). The fact that
rhythm is an essential principle of social relationships is evident even in modern societies, where
the palette of activities provokes us to constantly balance between the divergent rhythms of
everyday life. The need to synchronize human activities also gives rise to the rhythm of
standardized clock time, which mercilessly fragments our lives into small and rationally ordered
chunks of time, putting each of us in the largest rhythm circle that humanity has ever created (Rosa,
2013).

Group drumming as a method in art therapy

If we summarize what has been said so far, we can reasonably conclude that the drum
circle is an informal or formal gathering of people who meet for the purpose of playing drums,
singing and dancing together. Participants gather in a circle (dancers are often seen in the center)
using their listening and playing skills to make musical connections and express themselves in a
creative way. Drum circles often attract both regular and spontaneous participation, and they can
range in size from a handful of players to circles with hundreds of participants. Defining values of

99 ¢¢ 9% ¢¢ 99 ¢e

a drum circle include “unity”, “equality”, “autonomy”,

99 e

creativity”, “inclusivity” and “freedom of
expression”. Despite the described variations, several leading characteristics can be traced and
expected in almost every drum circle act:

e Musical instruments and rhythms from different world cultures;

e Group rhythm activation through body movements and voice;

e Mastering the basic technique of playing authentic tribal instruments;

e Forming a common group pulse and improvising freely around it;
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e Merging several rhythmic lines into one beat — “All as One approach”;

e \Weaving group and organizational values and messages into group rhythms;
e Finding a common rhythm and pulse of the group;

e Various and flexible drum circles, according to the goals and needs of people.

In that line of thought, drum therapy is a type of music therapy (led by an educated
facilitator) which uses drums and other percussion instruments to help people in treatment.
Drumming therapy is inspired by traditional drumming but is used as a tool and resource for
stimulating the positive impact on the physical and mental state of the participants (Burt, Stevens
1997).

The rapid course of social development creates difficulties in adjusting the multitude of
human activities, which leads to the continuous reproduction of individual and group crises. This
gives rise to the need for daily adjustment of social and individual time, as well as for the
restoration of vital human forces and control of emotions (Rosa, 2013). Therefore, art therapy
methods occupy an increasingly key role in modern society and organization, as they engage
participants holistically in contrast to traditional therapy, which is highly verbalized and focused

on conscious and rational awareness of the mental state (Friedman, 2000).
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Image 4 — Modern drum circle with students and their parents (Sofia, Bulgaria)

Drumming allows everyone to express and “vent” their emotions and thoughts in an
atypical, authentic and intuitive way, exploring ancient world cultural traditions. Rhythm allows
people to get to know themselves and others better, to communicate simultaneously in a common
drum language, and to create together a group “pulse” that drives them forward, regardless of what
they do and where they come from. It supports the team’s development during long periods of
isolation and detachment from the general social and work environment. It is for this reason that
managers of large companies have begun to engage their staff in art initiatives to motivate teams
after the periods of remote work and social crisis that occurred because of pandemic effects, for
example. Often, drum therapy is also conducted in risky and stressful work environments (schools,
social centers, police, army, hospitals etc.), where the preservation of mental health is considered
a primary goal. In recent decades, similar forms of drum therapy aimed at risk groups (such as
refugees, emigrants, prisoners, drug addicts, elderly people, people with disabilities, etc.) have
been increasingly observed (Hull, 1998).
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Image 5 — Modern drum circle class (Sofia, Bulgaria)

.

Drum therapy is an evolving method that was established in the 1980s and is still in its
early stages of development. However, several health benefits could be inferred from group
drumming, and research in this direction continues and expands. Here are a few of the main

benefits for which data and research have already been accumulated (Northrup, 2016):

e Experiencing drum circles improves positive mood and energy levels;

e Drumming activates both hemispheres of the brain and the whole brain activity;

e Itinduces deep relaxation and reduces stress and anxiety levels;

e Active music-making increases pain tolerance;

e Drumming improves physical health;

e |t stimulates positive group dynamics, as it creates a sense of connectedness, reciprocity,
community and empathy in the group;
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e |t allows new horizons of self-awareness, well-being and group reflection in an
interactive way;

e |timproves interpersonal connections, based on non-verbal and creative communication;

e |t develops skills such as: decision-making, multitasking, sense of time, emotional
intelligence, coordination, communication;

e |t involves participants in creating a common rhythm and pulse, a sense of togetherness

that carries over into everyday work and life.

In conclusion, the roots of drum circles can be traced back to the dawn of human culture
and in all corners of the world. In modern societies, they continue to exist in various forms — from
master classes for a specific rhythm tradition, through therapeutic groups, to neo-pagan rituals,
work team-building activities or spontaneous forms of gathering in the park or a community hall.
Regardless of the forms and methods, the important thing is that drumming has a positive effect
on the participants and fills their lives with inspiration and joy while improving their health. In
addition to what has been said, drum circles allow people to get to know their own and the world's
cultures more deeply, accept cultural and ethnic differences and ultimately build a more humane

and joyful environment based on one of the most ancient known cultural practices of mankind.
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Not Appreciating Your Appropriation: On the uses of Afrobeats in
contemporary K-pop

Martin Lukanov

Abstract: In recent years, Nigerian and Ghanaian-influenced music, mostly from the genres
known under the umbrella term Afrobeats, has been used in hit K-pop songs by boy bands and girl
groups like TOMORROW X TOGETHER, Le Sserafim, and numerous others. Decontextualized,
made into an aesthetic prop for the idols performing it, and de-Africanized, the music is
recontextualized as an element in a multicultural pastiche, while its African creators are deprived
of their agency. Taking the practices behind the use of contemporary African music in K-pop, this
text aims to theorize a new, broader understanding of the practice of cultural appropriation.
Keywords: Afrobeats, K-pop, cultural appropriation, politics, cultural studies

Pe3iome: [Ipe3 nocneqnuTe ronuHu ChBpeMeHHATa aprUKaHCKa My3HKa, Hali-Be4e OT KaHPOBETE,
M3BECTHH IOl OOIIOTO HaWUMEHOBAaHUE agpoobuiimc, ce W3MOI3BAa B XUTOBH Kelinon NECHU Ha
MoMmueriku 1 Momuyenku rpynu kato TOMORROW X TOGETHER, Le Sserafim u muoro apyru.
JIeKOHTEKCTyaIn3UpanHa, MPeBbpHATa B €CTETHUECKN PEKBHU3HT 32 HIOJUTE, KOUTO S U3IIBIIHABAT,
u neappuKkaHU3MpaHa, My3WKaTa OWBa PEKOHTEKCTyalH3WpaHa OT KOpeWcKaTa My3WKalHa
MHJIyCTpUSl KAaTo €JIEMEHT B MYITHKYJITYPEH NacTHIl, a apUKaHCKUTE M Ch3IaTeld OHBaT
JMIICHU OT MPaBOTO CH Ha riac. Pasrnexaaiiku NpakTHKUTE, KOUTO CTOST 331 U3IOJI3BAHETO HA
ChBpEeMeHHa a()pUKaHCKa My3UKa B KEHITOIa, TO3M TEKCT MMa 3a I1eJ Jia TEOPETU3Upa HOBO, T0-
IIMPOKO pa3OMpaHe Ha MPAKTUKATa HA KyJATYPHO NMPUCBOSBAHE.

KnwuoBu aymu: agpoduiime, Ketinon, KyaimypHO NpUceosigamne, NOIUMUKA, KYIMYPHU
U3Cne08anusl

In early 2023, the K-pop boy band TOMORROW X TOGETHER released the song “Tinnitus
(Wanna be a rock)”. Written by an international team of twelve composers, many of whom
American and European, the song has the distinctive beat of the plethora of Nigerian and Ghanaian
music genres and subgenres contentiously known in the past decades under the umbrella term
Afrobeats. Though not the first Korean song to use this type of rhythm, it was the first one to
become a viral hit on Spotify, catapulting the extended play (EP) it was a part of to number one
on Billboard, making it the first release to reach the top of the American charts.

Naturally, the popularity of the song led to a flurry of Afrobeats and Afrobeats-adjacent
songs in the Korean music industry, some of which include the Dara-written “Rover” by Kai and

this year's divisive Amapiano track “Smart” by the girl group Le Sserafim, among many others.
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Along with that, idol K-pop Afrobeats girl bands have appeared, like the rather insensitively named
TRI.BE (Cho, 2024), and there were even governmental promises from South Korea to strengthen
its relationship with Nigeria by the use of more Afrobeats in K-pop songs (Olufemi, 2024).

On the surface, the use of Africa-created and centered forms of popular culture in Korean
products can be seen as just another result of globalization and the spread of culture supported by
the ascendance of social media platforms like TikTok; or, even, it can be taken as a form of cultural
appreciation, of enriching your culture through the implementation of foreign modes of expression.
After all, the Nigerian and Ghanaian popular music genres have found their way to American
popular culture, resulting in numerous collaborations between Black artists and Nigerian stars,
such as Wizkid and Chris Brown’s “Call Me Every Day”, Davido and Nicki Minaj's “Holy
Ground”, and many others. These have not only helped African artists enter the American music
industry, but even created a separate Afrobeats chart in Billboard in 2022 and a Grammy Award
category for African performances in 2024. How appropriate such a racialized categorization of
music is concerns another subject.

However, as a Cultural Studies scholar, in this text it is my contention that the Korean use
of contemporary African music is a form of cultural appropriation that consciously or
subconsciously erases the political uses, meanings, and contexts of Afrobeats. This happens
through the depoliticization of music by its commodification and aestheticization and the
marginalization, and even erasure, of the African artists by depriving them of their voice.

But before we continue, we must first answer important questions: what do we mean by
“cultural appropriation”, and is Afrobeats political in the first place?

As the name for this African music category suggests, it is a term used for a variety of
contemporary music genres that have originated in Africa, mostly Ghana and Nigeria, and have
spread to the USA and Western Europe through African diasporas and the Internet (Akpan, 2023).
It is a contested umbrella term, as Jaana Seres shows, that includes numerous genres with different
African and Western dance music influences, made possible through the democratization of media
and music creation in Nigeria at the beginning of the century (Serres, 2023).

But here 1 would like to suggest another reading of the term, one connecting it ideologically
with the Afrobeat genre pioneered by the anti-colonial activist Fela Kuti. Though subject to debate,
| believe that the choice to name these modern Nigerian genres after Kuti’s political music,

together with their possible economic benefits, positions the contemporary African genres as
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ideological descendants of his music activism (Olaleye and Osuagwu, 2020). As such, they are
modern emissaries of anti-colonial movements like Negritude (Adewumi, 2018). Thus, even if not
fully political, or at least openly so, Afrobeats has the potential for being so, especially considering
it is one of the few forms of African popular art in which people represent themselves.

Cultural appropriation, as it might be surmised, is an even more complicated, misunderstood,
misused, and under-theorized concept, not least for the fact that it has not been discussed
meaningfully in academia outside very small circles and almost exclusively in relation to white
Western culture (Rogers, 2006; Lenard and Balint, 2020). Mostly seen as the binary opposite of
cultural appreciation, cultural appropriation is commonly understood to be the stealing of
practices, signs, and artefacts of one cultural group by members of another. The discourses around
cultural appropriation often ignore the hierarchy of structural power that is at the core of the
practice, instead understanding it in terms of personal borrowing based on interest and/or lack of
proper understanding of a given culture. Moreover, it has also been viewed as only the domain of
white Western culture, almost absolving members of other cultures, especially post-colonial ones,
from practicing it. Building on Oh’s work on the topic, through this text, | aim to propose that
cultural appropriation is an act of forceful intercultural borrowing by a more powerful culture from
a less powerful one, irrespective of geographical location or previous history (Oh, 2024). In short,
having once been colonized does not absolve one from practicing cultural appropriation or its
reverse, cultural imperialism.

Though the question of the appropriative nature of Black culture in Korean popular culture
has existed in popular discourse at least since the popularization of K-pop outside of Asia, until
recently it has been in relation to the culture of Black Americans (Hong, Cho and Kinney, 2023,;
Cruz, Seo and Scaraboto, 2024). This has immensely complicated the discussion of possible
appropriation by the music industry due to the neocolonial power imbalance between South Korea
and America, making the use of Black culture in contemporary South Korea the result of both
cultural appropriation and American cultural imperialism.

It is the opposite with regard to Afrobeats, where the power imbalance between South Korea,
a member of the Global North and one of America’s closest and strongest allies, and Nigeria and
Ghana, members of the Global South and countries with historically racially and culturally
marginalized populations. This imbalance has been strengthened through the depoliticization and

deprivation of voice, as was mentioned earlier.

41



Listening to any Afrobeats-inspired K-pop song, one immediately notices that the former is
used as nothing more than an ornament for the latter. The specific beat of the song is nothing more
than that, a beat, divested of its historical lineage and context. It is an aesthetic flair to a decidedly
Korean production, a prop through which the Korean idols and their producers can dazzle the
audience with technical mastery, be it in the form of impossible slimness, army-like collective
dances, or impossibly high budgets.

This turning of the Nigerian popular music into nothing more than an aesthetic not only
decontextualizes it, but more dangerously, it depoliticizes and de-Africanizes it. The end result is
nothing more than a husk, existing as a mere prop for the culturally (and economically and
politically, because the three are interconnected) more powerful to use and discard as they please.
This type of appropriation through commaodification is at the core of K-pop.

The cultural appropriation of Afrobeats in contemporary South Korea not only commaodifies
and depoliticizes, but also robs the African creators of the potential to raise their voices, as a result
marginalizing them even more. This is because none of the Afrobeats songs in Korea are performed
by or even feature artists from Africa. They are all performed by idols working in the Korean
music industry. The same applies for songwriting, as well. They are almost never created by actual
Africans, always either by Koreans, Korean-Americans, or white Americans or Western
Europeans. None of the songwriters of the TOMORROW X TOMORROW or Le Sserafim songs |
mentioned at the beginning of this text are African, only a very few of them are Black Americans.
The result is complete de-Africanization of the culture and its recontextualization as an element in
a meaningless, tedious pastiche that is what Kukhee Choo calls “yellow washed”. This robs the
African creators of an Africa-based and centered form of popular culture to be known about by a
large percentage of K-pop listeners, marginalizing them even more.

Despite my critique of the cultural appropriation of Afrobeats based on the structural
inequalities of cultural power, | do not advocate for cultural isolation. Such a thing is unnatural
and impossible. Rather, | wish for the fostering of more nuanced ways of intercultural borrowing,
ones predicated as little as possible on power imbalances, decontextualization, depoliticization,

and marginalization.
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Global influence of the African music and dance

Andreya Georgieva

Abstract: African music and dance have significant impact on global culture, influencing different
genres of music and various dance styles across the majority of the continents. Music has deep
roots in African culture, history and traditions. African music is characterized by rhythmic
complexity, communal participation, and unique instruments, while African dance emphasizes
expressive movements and a close connection to rhythm. These traditions have shaped genres like
jazz, blues, reggae, and Afrobeat, and influenced dance styles such as salsa, samba or jazz dance.
Nowadays, African music and dance continues to inspire artists and audiences, without dividing
cultures and focusing on the importance of this legacy in the world of art.
Keywords: African music, African Dance, jazz, blues, musical genres

Pe3ome: AdpukanckaTa My3WKa W TaHIIM UMaT 3HAYUTENICH NMPHHOC B CBETOBHATA KYJITYypa,
MOBJIMSUTA HA PA3JIMYHU MY3WKAITHU JKaHPOBE M MHOXKECTBO TaHIIOBH CTWJIOBE Ha Pa3IMdHU
koHTHHEHTH. ChC CBOUTE IBJIOOKH KOpEHU B apuKaHCKAaTa KyNTypa, UCTOPHS M TPAIHIIHH,
appuKaHCKaTa My3UKa CE XapaKTepU3Upa ChC CIOKHOCTTA HA PUTHMA, TPYINOBO yYacTHE U
YHHUKAJTHH HHCTPYMEHTHU. A(PUKAHCKUTE TAHIIU OT CBOS CTPaHa MOCTABSIT aKIICHT HA U3PAa3UTEITHU
JIBMDKEHUS M TSCHATA BPB3Ka ¢ puThMa. Te3u Tpaaunuu GopMUpaT )KaHpPOBE KaTo Jika3, 01yc, pere
1 adpoOHMIAT U BIMAAT HA TAHIIOBU (POPMHU KaTo cajca, camOa M JpKa3 TaHIM. B Hamie Bpeme,
appuKaHCKaTa My3WKa W TaHI[ MPOJBIDKABAT Ja BIBXHOBSIBAT APTUCTH M ITYOJIMKH, KaTo
oOeMHSIBAT KYJATYPH H TIOTIepTaBAT BAXKHOCTTA HA HACIIEJICTBOTO, KOSTO Ca OCTABWIIM B CBETA Ha
H3KYCTBOTO.

KurouoBu nymu: Agpurancka mysuxa, agppukancku mauy, 0xcas, Oayc, My3uKaiHu Haupose

African music and dance hold an enduring legacy and impact as some of the world’s most
vibrant, colorful and influential forms of art. The unique rhythms, dynamic movements, and strong
roots in the culture, have impacted the global music and dance in more than one way. By studying
African music and dance we can trace back the road of this influence on diverse genres and artistic
expressions across many continents: from the jazz style in the United States to the beautiful Latin
rhythms and contemporary pop music. This essay explores the history, key characteristics and
global impact of African music and dance, examining how they have shaped different artistic

movements and social practices in North and South America.

African music and dance are deeply embedded in the history of the African continent and

in the cultural practices across it. Each region has its own ethnic groups that have developed their
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distinctive forms of musical expressions and dances. They are often connected to the social
situation or have spiritual and ceremonial meaning. Music in African societies is not only a simple
form of entertainment — it is a form of storytelling, it is a focal point in rituals and social events.
The Yoruba people, a West African ethnic group, use drums in order to communicate, with certain
drums like the talking drum capable of imitating the tones and rhythms of spoken language
(Agawu, 2016).

Dance is just as central for African culture as the music is. The two go hand in hand. Dances
often serve as communal activity rather than an individual one. Typically, the African dance
performed in groups, with dancers moving in response to the rhythm of the drums and other
percussion instruments. This communal aspect of dance reflects a shared cultural experience,
connecting individuals to their communities and histories. And it is a common occurrence to find
a variety of dances in many religious practices. The themes of African dance range from
celebrating harvests and rites of passage to honoring ancestors, as the dead are highly respected in
African society. Dance is thus an extension of everyday life and values, not just a performance art
(NKketia, 2005).

Renowned for its rhythmic complexity, African music achieved this characteristic through
the layering of different percussive elements. Instruments like djembe, congas and thumb piano
called kalimba are commonly used to create these specific rhythms. String instruments such as the
kora and balafon add the melodic depth needed. One hallmark of African music is the so-called
“call-and-response singing”, which allows people from the audience to participate and strengthen

the communal aspect of the performance.

Likewise, African dance is mostly improvised, with the use of the whole body and keeping
close relationship with the music. Dancers often mirror the rhythm, intensity and tempo of the
music played, which creates a beautiful, complex synchrony between sound and movement.
Ground movements are emphasized, with dancers using bent knees and low stances as a symbol
of the close connection to the earth, mimicking the act of harvest. The freedom of this
improvisation within structured rhythms allows dancers to express personal interpretations while

contributing to the larger group narrative (Stone, 1998).

The influence African music has on global music genres is profound and far-reaching. In

African-American communities, for example, which developed due to the close connection slaves
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and owners had, are the birthplace of jazz, blues and gospel music. They carry distinct African
elements, such as syncopation, the call-and-response already mentioned, and the use of blues
scales (Southern, 1997). Jazz, in particular, emphasizes on improvisation and rhythm, as learned
both central to African music traditions, while blues vocal styles convey emotion and storytelling

in a manner similar to African folk songs.

African music traditions reached the Caribbean and Latin America as well as a result of
the extensive slave trade network. They influenced genres like reggae and salsa. African slave
communities in these regions preserved their musical traditions, which blended with local sounds
to create entirely new genres. Reggae music, for example, incorporates African drumming patterns
and syncopated rhythms, while salsa’s rhythm and percussion reflect African roots. Today, a genre
like Afrobeat, pioneered by musicians like Fela Kuti, is globally popular, combining African

rhythms with elements of funk, jazz, and contemporary pop (Veal, 2000).

Lastly, in a similar manner to the way music influences music, dance influences dance and
new styles forms. In the Americas, African dance tradition has left a lasting legacy. Latin dance
styles such as samba, rumba or mambo (the influence is visible even in the names) evolved through
a blend of African rhythms and European dance styles. These dances have rhythmic footwork,

energetic and expressive movements as a reflection of their heritage.

In North America, African dance helped to shape styles including jazz dance and tap dance.
Jazz dance is characterized by fluid movements, improvisation and smooth, close synchronization
with the music. Tap dance is another distinctly American art form that has African components in
it. Dancers create percussive sounds through footwork in a manner that mimics African drumming
techniques (Gottschild, 1996). More recently, viral dance moves such as the Azonto from Ghana
and the Gwara Gwara from South Africa have gained international attention, showcasing the
appeal of African dance to contemporary audiences worldwide and connecting young people from

all regions of the planet.

This essay is one simple attempt to follow the global influence of African music and dance,
their origins and cultural significance as a part of it, which is undeniable. From jazz to salsa,
African rhythms, instruments, and dance styles have enriched and diversified the culture in the
nowadays communities in North America and South America. Through the years of interaction,

adaptation, and celebration, African music and dance have evolved to become integral to the global
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arts scene, bridging cultural divides and inspiring creativity worldwide, with the amounts of
freedom African music traditions provide. As African music and dance continue to gain visibility
on international stages, they offer both a powerful link to cultural heritage and a dynamic force for
artistic innovation. More people are getting familiar with this part of the world as another result of
the globalization of the 21% century. The global impact of African music and dance highlights the

value of preserving and promoting these traditions for future generations.
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Les rythmes et les danses africaines en tant que pratiques de guérison

Alexandra Todorova

Essai académique

L'Afrique est le berceau de rythmes et de danses uniques qui ont une signification et une
fonction profondes. La danse n'est pas seulement une forme de divertissement, c'est 1'é1ément le
plus important du cadre social et spirituel d'une société. Outre le role majeur qu'elle joue dans les
rituels, les célébrations et les cérémonies, la danse est également un moyen de guérison et de
thérapie.

Les rythmes et les danses, qui font partie intégrante de l'art continental, offrent une
approche unique de l'intelligence physique, mentale et émotionnelle de chaque personne, tout en
servant d'expression de l'identité sociale. En libérant le stress et les émotions accumulés, les
mécanismes de guérison du corps sont activés. Cela prouve que l'art et la thérapie ne sont pas
seulement de puissants moyens de purification, mais qu'ils vont de pair.

Je soutiens 1'idée que les rythmes et les danses africaines peuvent étre efficaces en tant
que pratiques de guérison. Le rythme est I'un des ¢léments fondamentaux de la danse et de la
musique. Il affecte a la fois I'état physique et 1'état émotionnel. Par exemple, certains mouvements
rythmiques peuvent rétablir la synchronisation avec le rythme biologique du corps, aider a réduire
le stress, réguler le rythme cardiaque et méme augmenter les niveaux d'énergie. Bien sir, cela ne
veut pas dire que les rythmes et la danse africains peuvent remplacer les pratiques médicales
modernes, en particulier dans le cas d'affections physiques graves. Ils peuvent étre une sorte de
méthode complémentaire pour créer un espace plus propice a la libération émotionnelle, au soutien
social et spirituel, et rendre le processus plus holistique et efficace.

Rappelons que dans de nombreuses cultures africaines, les maladies physiques et
mentales sont censées étre causées par des esprits maléfiques ou des ancétres mécontents
(Nevhudoli, 2018). Selon ces croyances, les maladies, en plus d'étre le résultat de facteurs
génétiques ou « corporels », reflétent également un déséquilibre spirituel. Les rituels et la structure
des danses utilisées pour exorciser les esprits consistent en des mouvements assez spécifiques
(lutte ou une sorte d'épreuve), ainsi que des incantations et des prieres pour appeler les esprits
ancestraux a 'aide, et les chamans sont les principaux acteurs qui interprétent les visions.

De plus, les rites de passage, par leur nom méme, indiquent clairement qu'il s'agit d'un rite
de passage a travers les étapes de la vie. Il englobe les moments de la naissance, du développement
et de la mort et, outre ces moments importants, il renforce I'identité culturelle. Dans la tribu Maasai,
par exemple, les cérémonies de jeunesse ou « cérémonies de culte » représentent le passage de
I'enfance a l'age adulte, impliquant des épreuves et des mouvements dynamiques (symbole de
courage) (cf. 100 Humanitaires International). L'effet de guérison, sert a préserver 1'esprit et agit
¢galement comme une catharsis, aidant a exprimer les peurs et les espoirs. Toute la communauté
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participe a la cérémonie. Les rituels de naissance impliquent la transmission des traditions et des
croyances a la génération suivante, tandis que les rituels de mort honorent les défunts et perpétuent
leur mémoire en partageant des histoires pour préserver leur identité.

Les rites de passage renforcent l'identité culturelle, créent un espace pour l'expression de
la libération émotionnelle et spirituelle et, dans le méme temps, la participation de I'ensemble de
la communauté conduit a un soutien mutuel. Des liens sociaux forts sont créés et les traditions sont
préservées pour les générations futures. D'un autre coté, ces rituels peuvent s'avérer difficiles pour
les gens d'aujourd’hui, en particulier dans le contexte de la mondialisation et du modernisme. Face
aux défis contemporains tels que I'aliénation et la perte des traditions, ces pratiques offrent des
lecons précieuses sur la maniere dont les liens sociaux peuvent étre préservés. Leur role peut étre
considéré comme une source d'inspiration pour le monde contemporain, qui cherche des moyens
différents pour faire face aux crises de toutes sortes.

I1 existe de nombreux autres exemples de rituels de guérison. D'une manicre générale, la
chorégraphie est souvent congue pour activer certains centres d'énergie dans le corps du
participant, la musique fournie par les tambours et les chants facilite I'entrée dans une transe qui
active I'énergie de guérison, et les guérisseurs prononcent des pricres, voire des incantations.

La danse a donc de nombreuses propriétés curatives, notamment physiques,
psychologiques et spirituelles. Les bienfaits physiques comprennent la libération d'endorphines -
des hormones (« 1'hormone du bonheur ») qui provoquent un sentiment de joie. La condition
physique est améliorée, en particulier l'endurance cardio, la force, la flexibilité, la coordination et
'équilibre. Les avantages psychologiques sont quant a eux liés a la réduction du stress, a
I'amélioration de I'humeur et, bien sir, a l'effet thérapeutique qui implique le traitement des
émotions et des traumatismes - les mouvements de danse aident a exprimer des sentiments plus
lourds et plus difficiles. Les aspects spirituels sont la transe et la connexion avec soi-méme, parfois
la connexion avec la communauté (la danse est souvent pratiquée en groupe) et enfin l'identité
culturelle et spirituelle, a savoir la préservation des traditions, des croyances, qui permet de se
relier a son héritage et de découvrir le sens du chemin qu'il a da parcourir.

La danse est extrémement bénéfique et constitue donc une partie importante de
I'expérience humaine, non seulement pour les avantages énumérés, mais aussi pour la facon dont
elle enrichit notre intelligence émotionnelle. Bien que tout le monde ne ressente pas les effets de
la danse de la méme manicre, et que cela dépende des caractéristiques individuelles, il s'agit d'un
outil thérapeutique universel. Bien qu'il ne s'agisse pas d'un remeéde (prescrit par un médecin), c'est
I'un des meilleurs moyens d'entretenir la santé mentale, physique et spirituelle. Malheureusement,
tout le monde n'a pas acces a des studios de danse ou a des groupes thérapeutiques, mais il existe
heureusement de nombreuses ressources en ligne, des cours, qui permettent aux gens de pratiquer
chez eux (cf. Monteiro, N. & Wall, D., 2011).

La thérapie par la danse combine des éléments de psychologie et d'art. La danse offre aux
participants un vaste espace pour exprimer des sentiments qui sont souvent difficiles a exprimer
verbalement. Cette forme d'expression est particuliérement utile pour les personnes souffrant de
stress post-traumatique, de dépression ou d'anxiété, car elle leur offre un espace str pour explorer
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et libérer les émotions refoulées. Elle favorise également une connexion avec le corps qui peut
aider a résoudre les problémes d'estime de soi et d'identité. De nombreuses personnes ayant subi
un traumatisme se sentent étrangeres a leur propre corps, certaines allant méme jusqu'a se détester.
Le programme se déroule en groupe, ce qui renforce les liens sociaux : les participants partagent
leurs problémes et se soutiennent mutuellement, ce qui crée un sentiment de proximité,
d'appartenance et de continuité.

Il s'agit 1a d'une autre caractéristique qui refléte bien le pouvoir de la musique, de la danse
et du rythme comme moyen d'expression des émotions, entre autres. Les tambours et les rythmes
ne sont pas de simples instruments, ce sont des canaux de communication vivants. Chaque tambour
a sa place et sa signification dans les différentes régions d'Afrique. Chaque instrument est porteur
d'une histoire culturelle qui montre que la musique n'est pas seulement un moyen d'expression des
sentiments, mais aussi un moyen d'interaction entre les hommes, et parfois méme entre les animaux
et le monde non vivant (plantes, arbres, etc.).

Dans la musique africaine, les tambours ne sont pas seulement des instruments de
musique, mais aussi un moyen d'exprimer l'identité, les émotions, les sentiments, etc. Il existe une
grande variété de tambours, chacun provenant d'une région différente. Par exemple, le didgeridoo
en Australie, le tambour en Afrique de I'Ouest et le tambour dundun au Mali. Les rythmes des
tambours et les messages ne donnent pas seulement le tempo de la danse, ils transmettent aussi des
messages spéciaux qui peuvent signifier différentes émotions ou événements. Il existe des rythmes
de joie utilisés lors des mariages ou de certaines célébrations, mais aussi des rythmes de tristesse
souvent utilisés lors des funérailles, des rythmes de tremblement qui signalent une forme de
danger, et des rythmes thérapeutiques qui affectent la santé intérieure et extérieure. En plus de
toutes ces utilisations, les tambours sont utilisés pour rassembler les gens (cf. Momentslog,
« African Drumming Traditions : Rhythms, Instruments, and Cultural Connection », 2023).

La musique rassemble les gens. La danse permet aux gens d'exprimer ce qu'il est difficile
d'exprimer avec des mots ou des gestes. Nous avons la possibilit¢é de nous exprimer par le
mouvement du corps et nous nous voyons offrir une nouvelle perspective : n‘a-t-on pas dit que le
matin est plus sage que le soir, et appliquons cette parabole ici. Enfin, c'est 1'unité qui renforce les
relations entre les personnes. La communauté sociale est extrémement solidaire, faisant les
personnes partager leurs expériences et surtout communiquer les uns avec les autres. Elle joue un
role trés important dans le traitement des maladies mentales, et pas seulement. En effet, c'est le
réseau social qui apporte le réconfort, la compréhension, l'inclusion et le partage d'expériences
avec les autres.

En conclusion, la danse et les rythmes en Afrique représentent selon moi bien plus qu'un
simple divertissement ; ils sont au cceur de la vie sociale, spirituelle et thérapeutique des
communautés. A travers des rituels de guérison, des rites de passage et des cérémonies collectives,
la danse permet non seulement d'exprimer et de célébrer l'identité culturelle, mais d’offrir
¢galement des bienfaits physiques, psychologiques et spirituels inestimables. Les danses
traditionnelles, en résonance avec des croyances ancestrales, facilitent la connexion entre les
individus et leur communauté, tout en ouvrant la voie a une catharsis essentielle pour la santé
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mentale et émotionnelle. De plus, l'influence des rythmes africains sur les musiques
contemporaines souligne 1'importance et la richesse de ce patrimoine culturel, témoignant de la
capacité des danses africaines a transcender les frontieres et a toucher a des vies a travers le monde.
Ainsi, la danse demeure un puissant vecteur d’unité, de guérison et d’expression, ancré dans
I’histoire et 1’avenir des sociétés africaines et au-dela.
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Nevhudoli ND (2018). Traditional healing modalities in the provision of mental illness in
Vhembe, Limpopo Province. University of Venda; Thohoyandou, MA thesis.

100 Humanitarians International (n.d.), « Maasai Rites of Passage Ceremonies ». Disponible
sur : https://100humanitarians.org/maasai-rites (consulté le 05 novembre 2024)

Notice biographique : Aleksandra Todorova est étudiante en troisiéme année d'Etudes africaines
a I’Université de Sofia « St. Kliment Ohridski » pour I’année académique 2024/2025. Ses loisirs
sont le chant, la danse, la lecture de livres, principalement sur des sujets romantiques, et la
photographie. L'endroit ou elle se sent absolument libre et en équilibre avec son for intérieur est la
mer. Elle se caractérise ainsi : « Je me nourris de musique et de livres, j'écris des textes tandis que
la mer me souffle l'inspiration. Les chansons et la photographie sont ma fagon de capturer la magie
de la vie ».

E-mail : sandy03@abv.bg
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Jdannu 3a aBTopa: Anekcanipa ToaopoBa € CTyJIEHTKa B TpPETH KypC Ha CIEHUATHOCT
Appuxarnucmuxa B Coduiickusi ynusepcuret ,,CBetn KnumenT OXpuiacku® 3a akaaeMHyHaTa
2024/2025r. B cBoG0aHOTO cH BpeMe obuya Ja 1ee, Ja TaHIlyBa, Jja YeTe KHUTH MPEJUMHO Ha
pOMaHTHYHA TEMaTWKa, WJIM Ja ce 3aHuMaBa ¢ Qororpadus. MsACTOTO, KBAETO C€ UYyBCTBA
abCcoMOTHO CBOOOAHA M B OallaHC C BBTpEIIHATa CH CHITHOCT, € MopeTo. OmnucBa cebe cu 1o
ClIeHUSl HauuH: ,,My3HuKaTa U KHUTHTE ca MOSTa XpaHa, MUIIAa TEKCTOBE, JOKATO MOPETO Me

BABXHOBSBA. HCCHI/ITC n (bOTOFpa(i)I/IHTa Cca MOAT HAYMWH Aa y.]'IOBSI MarusTa Ha }KI/IBOTa“.
E-mail ; sandy03@abv.bg
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Taunn “Jlapakapaka” (Yranjaa)

Mean [lempos

Pe3lome: Bujeo marepuanbsT mpejicTaBisiBa KpaThK OTKBC OT TPAJAMIMOHEH 3a KyJTypara Ha
wieMeto barannma (Yrawma) mpasHuueH puThM, HapedeH ,Larakaraka“. Toit ce u3mbiaHsIBa
OOMKHOBEHO TI0 BpEME Ha MPA3HUYHU IIEPEMOHHH M CE CBBP3BA C XapECBAHETO M yXa)XKBAHETO
MEXy MBXe U )KeHH. TaHI[bOPHUTE CE OMMTBAT Jla MMOKaXKaT CBOMTE KauecTBa, cuja U (huHeC 1o
BpeMe Ha IIepeMOHUATA. B TaHIa 1 My3HKaTa ce U3M0J3BaT BAKHUTE 3 1sU1a AdprKa ChJ0BE OT
Kaymabam u aHcamMOBJI OT TpaaAWIUOHHM Oapabanu — “Embuutu” (romsm 6apaban), “Engalabi”
(mepr Gapaban), ‘“Namunjoloba” (mBoitHm Manku Oapabanu), “Empuunyi” (6ac 6apaban),
“Djembe” (cono 6apaban ot 3amagna Adpuka) u melkbpu oT Kanabam. MarepruarsT € 3aCHET
npe3 nsaToTo Ha 2024 r. Tanupopute ca aena u muaaexu ot ,,Khule Charity Foundation* u ,,Joyful
Hearts of Hope* — ¢onmanuu B rp. Kammana, Yranma, Kouto pabOTAT C HEIIBIHOJICTHHA XOpa U
Miazexu B puck. OCHOBHA poJis B pa3BUTHUETO HA JIBETE OpraHu3alnuy uma obpiarapkara Ilinamena

bornanosa. B u3nbinenueTo ydactsa u Obiarapckust 6apadbanuct Jlesn [letpos.

BUJIEO

Jannu 3a aBtopa: /[lesn IlerpoB — “Dizzy” e Gapabanuct, mpernojgaBaTell U COLHMOJOL C
JTBITOTO/IMIIEH ONMT Ha poJHAaTa U MEXIyHapoJHa cleHa. Toil e cpel mbpBUTE OBITapcKu
apTUCTH, KOUTO MOMYJISPU3UPAT TPAAULUOHHU apPUKAHCKA PUTMU U MY3UKa, HHCTPYMEHTU U
O6apaGannu kpbrose B bwarapus. Ilpe3 ecenra Ha 2024 1. ce mpHCheAMHABA KbM KaTelpa
»AdpukanuctTuka U MHIO-THXOOKEAHCKH W3CIICBAHUS KAaTO MPENoJaBaTel M H3CIEI0BATENl.
HeroBure unTepecu ca cBbp3aHu ¢ appUKaHCKOTO U3KYCTBO, KYJITypa U MUTOJIOTHSI.

E-mail: deyan.petrov.sociologist@gmail.com | dnpetrov@uni-sofia.bg
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“Larakaraka” Dance (Uganda)

Deyan Petrov

Abstract: The video is a short excerpt from a festive rhythm called “Larakaraka”, traditional to
the culture of the Baganda tribe (Uganda). It is usually performed in festive ceremonies and is
associated with love and courtship between men and women. That is why the dancers try to show
their qualities, strength and finesse during the ceremony. The dance and the music use calabash
vessels that are important for all of Africa and an ensemble of traditional drums — “Embuutu” (big
drum), “Engalabi” (long drum), “Namunjoloba” (double small drums), “Empuunyi” (bass drum),
“Djembe” (solo drum from West Africa) and calabash shakers. The video was filmed in the
summer of 2024. The dancers are children and young people from Khule Charity Foundation and
Joyful Hearts of Hope, organizations based in Kampala, Uganda, which support kids and youth at
risk. Bulgarian social entrepreneur Plamena Bogdanova has a major role in the development of

both organizations. Drummer Deyan Petrov also took part in the performance.

Link: https://youtu.be/13iDz dVV6Dw

Author Details: Deyan Petrov — “Dizzy” is a drummer, educator and sociologist with many years
of experience on the domestic and international scene. He is among the first Bulgarian artists who
popularized traditional African rhythms and music, instruments and drum circles in Bulgaria. In
2024, he joined the Department of African and Indo-Pacific Studies as a lecturer and researcher.
His interests are related to African art, culture and mythology.

E-mail: deyan.petrov.sociologist@gmail.com | dnpetrov@uni-sofia.bg
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Tpaguunonen pursm ,,Illemy* — Macca [lemoese u rpyna “Foli Ba”
Mean [lempos

Pesrome: Buneo marepuanst € 3acHeT mpe3 eceHTa Ha 2024 r. mo BpeMe Ha apT pe3uACHLNA,
npoBejsieHa B ¢. bakboBo, bbirapus. Llen Ha crOuTHETO O€ 1A Ce MPenCTaBsIT OCHOBHU €IEMEHTH
W TIOJXOJH, CBBbP3aHU C JiedeOHATa cuia Ha adpUKAHCKUTE PUTMU U MY3HKa B ChBPEMCHEH
KoHTeKcT. [1o Bpeme Ha 00y4eHHneTo MOnyJ spHUST My3ukanT oT bypkuna @aco, Macca [lembene,
MoKa3a Ha My3uKaHTH OT bbarapus m Kananma TpaauiimoHHHS 3a HEroBaTa KyJTypa pUTBM —
Hlemy. TIpy M3MBIHEHETO Ce M3MOJ3BaT aBTCHTUYHU appUKAHCKU OapabaHU, XapaKTEpPHHU 3a
ancamOnute Ha 3anmagHa Adpuka — “Djembe” (cosnoB u akoMmnanupail 6apaban), “Dundunba”
(bac ©Oapaban), “Sangban” (cpenen OacoB Oapaban), “Kenkini” (Bucok OacoB OapabaH) u
“Shekere” (weiikbp). KnumbsT mpencraBs mepBoTO M3MBIHEHHME Ha ,lllemy* BemHara cien
HErOBOTO pa3yuaBaHe B bbarapus. PUTBMBT € mpa3HHMYCH, 3a PagoCT M CIUIOTSBAHE, U CE

npencrass B EBporna 3a mbpBH MIBT.

BUJIEO

Shamu Rhythm — Massa Dembele and Foli Ba band

Deyan Petrov

Abstract: The video was shot in the fall of 2024 during an art residency held in the village of
Bakevo (Bulgaria). The aim of the event was to present essential elements and approaches related
to the healing power of African rhythms and music in a contemporary context. During the training,
the popular musician from Burkina Faso, Massa Dembele, showed to musicians from Bulgaria and
Canada the rhythm traditional to his culture — "Shamu". Authentic African drums typical of West
African ensembles are used in the performance — Djembe (lead and accompanying drum),
Dundunba (bass drum), Sangban (medium bass drum), Kenkini (high bass drum) and Shekere
(shaker). The clip presents the first performance of "Shamu" immediately after his study in
Bulgaria. The rhythm is celebratory, for joy and unity, and is performed in Europe for the first
time during the residency.

Link: https://youtu.be/iSd10Cqg2lbQ?si=FQosUHO9jzeChwJo
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bbarapus cpema Adgpuka

Mean [lempos

Pe3tome: Bujeo MaTtepuanbT MpeAcTaBsl TBOPUECKHUS MPOLEC HA JIBaMa MY3MKaHTH U TaHILbOP,
KOUTO pa3ydaBaT 3aeAHO OBJIrapcko (onkiIopHo mpousBeneHue. Hamepenwero um e na ce
azanTupaT OBATapCKH TPAJUIIMOHHNA PUTMH KbM 3armagHoadpukancku 6apabaHeH aHCaMObIl U IO
TO3W HAYMH /a C€ OCBHIIECTBU OOMEH MEXIYy KYJITypUTE IOCPEACTBOM €3MKa Ha My3HKaTa.
Buneoro e 3acuHero npe3 siaToro Ha 2022 T. 110 BpeMe Ha apT pe3uACHIIMS, TPOoBeIeHa B XaMOypr
KaTo 4acT OT MPOEKT ,,Singing Body®, BomeH ot Hemckara opranmu3aunus ,,Tanz der Kulturen®.
Tanupop e ObJrapckusT QOJKIOPUCT U KyATypeH MeHumkbp — JunsHa Kypposa.
[IpousBenenuero pazyuaBar mysukanture Jesu [letpoB — “Dizzy” (bbarapus) u Doudou Rose

(Ceneran).

BUJIEO

Bulgaria meets Africa

Deyan Petrov

Abstract: The video presents the creative process of two musicians and a dancer who study
together a Bulgarian folk piece. Their intention is to adapt Bulgarian traditional rhythms to a West
African drum ensemble and in this way to carry out an exchange between cultures through the
language of music. The video was shot in the summer of 2022 during an art residency held in
Hamburg as part of the project: “Singing Body” led by the German organization “Tanz der
Kulturen”. The dancer is the Bulgarian folklorist and cultural manager - Dilyana Kurdova. The

work is explored by the musicians Deyan Petrov — “Dizzy” (Bulgaria) and Doudou Rose (Senegal).

Link: https://youtu.be/2Kj3XAhNSsE
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OB30P HA TIPOEKTHUTE JEMHOCTH /
PROJECT ACTIVITIES REVIEW

Yecmeane na /lena na Agppuka na 26 mai 2024 ..
6 Coguiicku ynusepcumem ,,Ce. Knumenm Oxpuocku

Ha 26 wmaii xarenpa , Adpukanuctuka u HMHIO-TUXOOKEAHCKH W3CIEABAHUA |
AdpukaHCcKo-KapuOCKHAT KyATYpeH HeHThp KbM DakynTeTa Mo KJIacCH4eCKH U HOBU (puitosioruu
Ha Coduiickua ynuBepcuteT ,,CB. Kmmment Oxpuncku® otbenszaxa [ens nHa Adpuka c
THPKECTBEHO chOUTHE B AyraTa Ha Pexropara.

Jlenar Ha Adpuka, YecTBaH €XEroJHo Ha 25 Mail, CHMBOJIW3UpPAa OCHOBAaBAaHETO Ha
AdpuUKaHCKHS CHIO3 M HETOBATAa MUCHS 33 €MHCTBO M KYJITYPHO pasHOOOpa3ne Ha KOHTHHEHTA.
[Tpe3 2024 r. Temara 3a [lens na Adpuka e ,, Educate an African Fit for the 21st Century: Building
resilient education systems for increased access to inclusive, lifelong, quality, and relevant
learning in Africa”, ¢ akuleHT BbpXy 00pazoBaHueTO 3a 21 Bek.

Cwburuero 6e opranusupano B napTHbopctBO ¢ H. Ip. r->ka 3akust En Munayu, nocnanuk
Ha KpasictBo Mapoko, u npyru appukaHCKH IpeAcTaBUTENN: ocaaHuuuTe Ha Aspkup, Erumner,
JInbusa u Oxna Adpuka, KakTo U nMoyeTHuTe KoHcynu Ha Etunonus, Maspunuii u Ceifenure.
Hanmonannata akazgemus 3a TeaTpajHo U (PUIMOBO U3KYCTBO ChIIO Oellle cpejl HapTHbOPUTE Ha
CBbOUTHETO.

[Ipa3HuKbT 3amouHa ¢ oQUIMATIHU TPUBETCTBUS OT 3aMeCTHUK-pekTopa Ha Coduiickus
yHuBepcureT npod. Maen anosa, H. Ilp. r-xa 3akus En Munayu u r-xa Mapust AHrenuesa,
3aMECTHUK-MUHHUCTHP Ha BBHIIHUTE pabOTH.

I'octure ce Hacmaguxa Ha pazHooOpaszHa mporpama ¢ adpukKaHCcKa My3HKa, TaHIH,
TPaJULMOHHHU sCTHs, (oTou3nokba W QuiamoBa mnpokekuus. Cpea HU3NBIHUTEIUTE Osxa
my3ukanHata rpyna FOLI BA, tannoBata dopmanus ,,Copuctuk-xuBo, bopsna Jlumosa ot
Codouiickusa yHUBEpCUTET U XOpBT Ha 9-a @peHcka rumHaszus ,,Andonc ap0 JlamapTun®.

dotounznoxdaTa MPeACTaBy Pa3IuIHU aQpPUKAHCKH CTPAHHU C TPATUIIMOHHU OOJIEKIa U
aKcecoapH, MpeocTaBeHUu OT adpUKAHCKUTE IMOCOJICTBAa B bbiarapws, KakTo W aBTEHTUYHA
adpUKaHCKa KyXHS.
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Celebration of Africa Day on May 26th, 2024 at Sofia University

On May 26, the Department of African and Indo-Pacific Studies and the African-Caribbean
Cultural Center of the Faculty of Classical and Modern Philology at Sofia University "St. Kliment
Ohridski™ marked Africa Day with a celebratory event in the Aula of the Rectorate.

Africa Day, celebrated annually on May 25, commemorates the founding of the African
Union and its mission for unity and cultural diversity across the continent. The 2024 theme for
Africa Day is "Educate an African Fit for the 21st Century: Building resilient education systems
for increased access to inclusive, lifelong, quality, and relevant learning in Africa,” with a focus
on 21st-century education.

The event was organized in partnership with H.E. Zakia EI Midaoui, Ambassador of the
Kingdom of Morocco, and other African representatives: the ambassadors of Algeria, Egypt,
Libya, and South Africa, as well as the honorary consuls of Ethiopia, Mauritius, and the Seychelles.
The National Academy for Theatre and Film Arts (NATFA) was also a partner of the event.

The celebration began with official greetings from the Vice-Rector of Sofia University,
Prof. Madlen Danova, H.E. Zakia El Midaoui, and Ms. Maria Angelieva, Deputy Minister of
Foreign Affairs.

Guests enjoyed a diverse program featuring African music, dance, traditional dishes, a
photo exhibition, and a film screening. Among the performers were the music group FOLI BA,
the dance formation “Sofistik-Zhivo,” Boriana Dimova from Sofia University, and the choir from
the French Language School No. 9 "Alphonse de Lamartine."

The photo exhibition showcased various African countries, traditional clothing, and
accessories provided by African embassies in Bulgaria, as well as authentic African cuisine.
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Agppukancko-kapuocka kuno nanopama 2024 c.

YectBanudara npoabpkuxa Ha 31 mail u 1 oHM ¢ BTOpoTO M3gaHue Ha PecTuBaia 3a
appuUKaHCKO M KapuOCKO KWHO, MPOBEACH B NapTHHOPCTBO ¢ Hamuonamnarta akanemust 3a
TearpasHo W (WIMOBO HM3KYCTBO. B mporpamarta 0sixa BKIIOYEHH JABYIHEBHAa IaHOpaMa Ha
appUKaHCKO-KapUOCKOTO KHUHO, JIEKIIMH, PAOOTHIIHUIM U MAHCTOPCKU KJIACOBE C YYacCTHETO Ha
MEX1yHapOaAHU JEKTOpU KaTto AnaeauH AmnaxkeM oT Mapoko u xopax bocommnum ot I'ana.

Crennanen roct Ha ¢ectuBana Oeme Enena [TaHaiioToBa, KOSTO CHOJEIH CBOSI OITUT OT
pabotara ¢ ys3BUMH I'pyNH Jielia U Mianexu B beirapus u Adpuka. [lanaiiotoBa e TearpalicH
PEXKUCHOP U BIBXHOBUTEN Ha Ppruima ,,Maiika* (2022) Ha pexxucbopa 3opauna Codus.

[Iporpamara Ha decTHBaNa BKIOYBAIIE U Be Oe3IIaTHU PaOOTUIIHULIU MO appUKAHCKU
PUTMH U TaHIM, BojaeHU oT Oapabanucta [lesH [letpos - Dizzy u xopeorpada Ilers CroiikoBa,
mocJeBaHu OT KOHIEPT Ha pere rpymara Roots Rocket B 1Bopa Ha Coduiickust yHUBEpPCHTET.

@dunmoBaTta CeJeKIHs BKIIOYBAIIE KbCOMETPAXHH TOKYMEHTATHH U XYA0KECTBEHH
¢unmu ot [Nana, FOxna Adpuka, ['Baremana nu KomymOusi, KakTo 1 1Ba TBIHOMETPAXXHU (DriiMa
oT Mapoko, OTJINYEHN Ha IPECTIKHU (PecTUBAIIH.

African-Caribbean Film Panorama 2024

The celebrations continued on May 31 and June 1 with the second edition of the African-
Caribbean Film Festival, held in partnership with the National Academy for Theatre and Film Arts.
The program included a two-day panorama of African-Caribbean cinema, lectures, workshops,
and masterclasses with international guest lecturers such as Ala Eddine Aljem from Morocco and
George Bosompim from Ghana.

A special guest of the festival was Elena Panayotova, who shared her experience working
with vulnerable groups of children and youth in Bulgaria and Africa. Panayotova, a theater
director, is the inspiration behind the 2022 film "Mother" by director Zornitsa Sofia.

The festival program also included two free workshops on African rhythms and dance, led
by drummer Deyan Petrov - Dizzy and choreographer Petya Stoykova, followed by a concert by
the reggae band Roots Rocket in the courtyard of Sofia University.

The film selection featured short documentaries and narrative films from Ghana, South
Africa, Guatemala, and Colombia, as well as two feature films from Morocco, recognized at
prestigious international festivals.
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T'ocm JIeKmopu u uinsjinumelu Ha d)ecmueaﬂa

A.]'Ia)_IHH AJ'[I[)KeM — MAapOKaHCKO-UTaJIMAHCKU CHEHAPUCT H
PEXKUCBOP, HOCUTEI HAa MHOKCCTBO MCKAYHAPOAHHN OTIIMYHUA U HArpaiu.

Jxopax bBocoMmuM — IpakTHUKyBall pPEXKUCBOD U
npenojasatesn ot ['aHa ¢ 60rat onuT B KUHOTO U TEJIEBU3USATA.

Enena IlanaiioroBa — pexucbop M IPOIYLEHT, U3BECTHA C
TeaTpajiHaTa cu paboTa ¢ pUCKOBU IrpynH fena B brirapus u Adpuka.
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Jlesin IletpoB - Dizzy — uscienosaresn Ha ahpUKaHCKHTE PUTMH
U cb3aaren Ha OapabaHHU Kpbrose B bbarapusi.

i [lerss CtoiikoBa — CBETOBHO NPU3HAT Xopeorpad u TaHIbOP,
MOMYJIIPU3aTOp Ha ahpUKAHCKUTE TAHLH.

Roots Rocket — mbpBaTa OBJrapcka pere
rpyIa ¢ akTHBHO MPHCHCTBHE HA MEXKIyHAPOIHATA PEre ClCHa.
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Guest Lecturers and Performers of the Festival

Ala Eddine Aljem — Moroccan-Italian screenwriter and director, recipient of numerous
international awards and honors.

George Bosompim — Ghanaian film and television director and lecturer with extensive
experience in cinema and television.

Elena Panayotova — Bulgarian theater director and producer known for her work with at-
risk children in Bulgaria and Africa.

Deyan Petrov - Dizzy — researcher of African rhythms and creator of drum circles in
Bulgaria.

Petya Stoykova — internationally recognized choreographer and dancer, promoter of
African dance.

Roots Rocket — Bulgaria's first reggae band with an active presence on the international
reggae scene.
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11.30 - 12.30 = AY/IA MATHA, PE
~MPUNOXEH TEATBP: TEOPUA U NPA

14.00 - 14.30 - 63 AYANTOPUA,
ADPUKAHCKA MY3UKA: PUTMUYHO NBT

14.30 - 15.30 - 63 AYAUTOPUA, IOXII
PABOTU/NIHULA 3A AGPUKAHCKN PUTBM - A

15.30 - 16.00 - 63 AYAUTOPUA, KOXHO KPUNO, ET.3, ®UNOCOS
AGPUKAHCKM TAHL: PUTMUYHO NBTEWECTBUE HA PASHOK .

16.00 - 17.00 - 63 AYAUTOPUA, I0XHO KPUNO, “I‘
PABOTUNHULA NO AGPUKAHCKN TAHUM - = NETA CTOWK:

17.45 - 18.20 - ABOP HA CODUIACKMU YHWUBEPCUTET, !!m”"[\ B B
A®PPUKAHCKM PUTMM C ROOTS ROCKET

18.20 - 18.30 - 243 AYAUTOPWA, Clll!llo KIHJID.V E
OTKPVUBAHE HA QECTUBANHATA NAHOPAM

18.30 - 22.00 - 243 AYAUTOPUA, cu:mokrmlo,'
AGPUKAHCKO-KAPUECKA ®UNIMOBA NAHOPAMA

15,30 - 16.30 - 3AcE TENHA 3ANA 1, ET.1 mmr "u'
R mmiu TIONAL on

18,30~ 1730~ 3ACEAATENHA 3ANA 1 m:-rou
“DECOLONIZATION AFRICAN vu.‘n s‘r -

18.00 - 22.00 - 65 AYANTOPUA, IOXHO xmno. u.s ] muu'*
AOPHMHCKO-KAP"ICKA.HIIHOI‘IIAHOPAHA i o
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Ilookpena u gpunancupane

Kynrypnara nporpama 3a Jlens Ha Adpuka 6eme peanusupana ¢ GuHaHCOBATA MOJKpena
Ha mpoekT Ne80-10-198/23.04.2024 r. ,,AdpukaHcka My3uKa, TaHIIM W HU3KYyCTBO: PUTMHUYHO
II'bTEIIECTBUE Ha pazHooOpazue u BiusgHHE KbM HayuyHoM3clieZOBaTEJICKUs CEKTOp Ha
Codmiickus yausepcuret ,,CB. Knmument Oxpuacku®.

Support and Funding

The cultural program for Africa Day was made possible with the financial support of the
project Ne80-10-198/23.04.2024 “African Music, Dance, and Art: A Rhythmic Journey of
Diversity and Influence” from the Research Sector at Sofia University “St. Kliment Ohridski.”
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