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“Paydushka”: structure, variation and dance phrases 

Nick Green 

This article examines variation and standardisation created by the structural assembly 

of motifs in the ‘classic’ Bulgarian dance Paydushko horo and how this affects the dance 

phrase. I propose that there are a number of different, but related, dance ‘families’ that 

are generically termed Paydushka by the choreographers and dance collectors. This 

article only considers the ‘classic’ widely popular form, however from the geographic 

distribution of related dances it seems likely that dances in this rhythm are endemic to 

the lower Danube region. I conclude that as concordance with the music is not culturally 

required, the dance phrase length is generated by the selection of motifs in the dance, 

however some adaption might happen to maintain the popular 10-measure or 12-

measure phrases. 

 

This analysis comes out of my aim to examine two families of dances, Rustem in Romania 

and Paydushka (Пайдушка)1 in Bulgaria, through choreology and structure, to find the similarities 

from a cross-border perspective. Each of these dance ‘families’ includes various different forms of 

chain dances that ethnochoreologists and dance practitioners link together into ‘families’ by the 

two beat asymmetric rhythm. For Paydushka this is interpreted as “short-long” and most often 

approximated musically by 5/16 meter.2 For Rustem this is most often interpreted as “long-short” 

and approximated musically by 3/8 meter. However, it is clear that both the Rustem ‘family’ and 

the Paydushka ‘family’ include a number of different dance themes which are most likely shared 

north and south of the Danube, only separated by Romanian and Bulgarian attribution into their 

two generic Rustem and Paydushka ‘families’. 

This article considers only the ‘classic’ versions of Paydushka3 which as a form of this family 

of dances (as far as I know) is not common north of the Danube. This analysis examines the typical 

variations through structural analysis of dances that are termed Paydushko horo or Paidușca (the 

Romanian transliteration for the dances in northern Dobrogea) and some other dances that are 

closely related to the ‘classic’ versions but have a range of different titles. 

This article is presented as a discussion with a conclusion, followed by the data in three 

Appendices:  

Appendix I – Structural data, page 5 

Appendix II – Ethnographic data, page 11 

Appendix III – Tables of dance examples, page 15 

Appendix IV – Romanotation of main types of Paydushka, page 19   

                                                      
1 In this text I have transliterated the Cyrillic to Latin alphabets using the official Bulgarian national system, whereas in 

the information tables I have left all titles in the script of the original document.  

2 Although “conventionally notated in 5/16 meter it should be noted, however, that many good native folk musicians 

clearly play it in what could be written as 3/8” (Crum, 1975), so should be considered a ‘short-long’ rhythm without 

concern about the musical meter. 

3 Generally it is thought that the name Paydushko comes from Turkish “paytak” meaning knock-knees or to waddle. 

The Greeks of Kavakli (now Topolovgrad, Bulgaria) had two names for the dance, the transliterated Μπαϊντούσκα and 

potentially translated Κουτσός (Koutsós = lame, unable to walk properly due to a problem with feet or legs) (Kokkinos, 

1987:241). However, there are very many other theories. 
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Discussion 

The name “paydushka” is a generic term which is applied to various different dance types in 

the “short-long” rhythm. This article is restricted to the ‘classic’ types of Paydushka (within the red 

box in Figure 1), and excludes a) the dances that move predominantly to the left, b) bidirectional 

dances that repeat equally to left and right, and c) dances that are predominantly combinations of 

crossing steps and travel forward and backwards in a line.  

 

Figure 1. Simplistic schematic showing interrelationships between dance types, the red box being those 

addressed in this article. 

The popular form of this dance (“type 1”) spread during the later 20th century into the dance 

repertoires in Albania, Greece, Serbia, North Macedonia and Turkey, however this discussion is not 

about the migration of this popular form, but about the structure of variations that are 

predominantly found in Bulgaria. 

In general, the ‘type 1’ and ‘type 2’ versions (defined in section Appendix I - Structural data), 

are mostly known by the title of the popular song to which they are danced or just as Paydushko 

horo, whereas the other dance types which I have excluded from this discussion more often have 

a local name as well as being classified as Paydushka. 

[
Limping steps

to left
] + [

optional
interface

] + [
hop steps

to right
] + [

optional
interface

] 

Figure 2. The ‘classic’ Paydushka dances structure of dance motifs. 

The ‘classic’ Paydushka dances have a reasonably stable structure of dance motifs in terms 

of the motif and direction structure, which is summarised in Figure 2. I have used the Bulgarian 

choreographers’ concept of starting with the limping steps to left, but this is not universally the 

norm.  
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Where count 1 is the “short” beat and count 2 “long”, the dance step terms I have used are; 

1. limping step – this is often referred to as the Paydushko step by Bulgarian dancers. 

When executed in the left direction the actions are: count 1) step on the right foot 

crossing in front of the left, count 2) then step back on right, with a slight downward feel 

so as if limping. 

2. hop-step – generally executed in place or to the right. Count 1) hop on the short beat, 

2) step on the long beat. 

3. interface – I have termed the sequence of motifs that are made between the travelling 

parts of the dance as the “interface”. They are built from various combinations of ‘hop-

step’, ‘limping step in place’ and ‘two steps in place’. 

The most common and popular pattern, also known as Paydushka troika, or ‘type 1’ 

Paydushka, is a 10-measure dance phrase which is danced to a song of 16 measure phrases (see 

Figure 3). This dance appears to have been very widespread geographically by the 1920s when 

Tsonev was collecting dances and was danced to popular songs of the time (see Appendix II).  

[
3 limping steps

to left
] + [

3 measure
interface

] + [
4 hop steps

to right
] + [ ] 

Figure 3. 10-measure Paydushka troika or ‘type 1’ Paydushka. 

Paydushka chetvorka, or ‘type 2’ Paydushka, is described as a widespread and popular dance, 

however this 12-measure dance phrase (see Figure 4) has few documented examples (see 

Appendix II table 5). 

[
4 limping steps

to left
] + [

4 measure
interface

] + [
4 hop steps

to right
] + [ ] 

Figure 4. 12-measure Paydushka chetvorka or ‘type 2’ Paydushka. 

Although the choreographers differentiate these two versions by either the three or four 

limping steps, it seems the different “interface” step is more defining: 

Type 1 interface motif – 3-measure:  

(1) hop on left, step right in place,  

(2), hop on right, step left in place,  

(3) step right across in front, step left in place. 

Type 2 interface motif – 4-measure:  

(1) hop on left, step right,  

(2) step left across in front, step right in place,  

(3) hop on right, step left in place,  

(4) step right across in front, step left in place. 

Another common form of Paydushka is based on ‘three times’ hop-steps followed by a 2-

measure “interface” thus becoming a 5-measure pattern to the right. In these cases the dance is 

generally seen to start to the right with the hop-steps (see Figure 5).  
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[
3 hop step

to right
] + [

2 measure
interface

] + [
limping steps 

to left
] + [

interface
type 1 or type 2

] 

Figure 5. ‘Three times’ 5-measures to right based Paydushka pattern. 

The 2-measure interface motif is: 

(1) step left across in front, step right in place,  

(2) hop on right, step left in place. 

This form of Paydushka is not included in the early works of Dzhudzhev (1945) and Tsonev 

(1950), however it is in Petrov (2009 (1993):133) but is well represented in the dances of the Greek 

populations displaced from the Thracian Black Sea regions in the 1920s. Geographically, this 

version predominates in the eastern Thrace and Dobrudzha regions. 

When this ‘three times’ 5-measure pattern is applied to a ‘type 1’ Paydushka it gives an 11-

measure dance phrase, however some versions only have two limping steps so returning the dance 

phase to 10-measures. If applied to a ‘type 2’ Paydushka it would give a 13-measure dance phrase, 

however all examples have three limping steps (like ‘type 1’) so giving a 12-measure dance phrase.  

There is an interesting cross-over with other dances families in the eastern Bulgaria and 

southern Romanian Muntenia regions. Considering the dance name is often Tri pati or Triti pati, 

there are also versions of Paydushka without the limping step, and the structure is very similar to 

dances in 2/4 known as Triti pati and Hora n’doua parți. 

Conclusion 

Regarding the number of measures in the dance phrase, it could be concluded that, as 

concordance with the music is not culturally required, then the dance phrase length is generated 

by the selection of motifs in the dance. For example, if a 10-measure ‘type 1’ has a repeat of the 

‘interface motif’ it becomes 13-measures, if the ‘three times’ 5-measure pattern is applied to the 

‘type 1’ Paydushka gives an 11-measure phrase, if applied to ‘type 2’ Paydushka it gives a 13-

measure phrase. However, the number of limping steps to the left does seem to be variable and it 

appears that culturally 10-measures and 12-measures are expected, hence when the ‘three times’ 

5-measure pattern is applied omitting one limping returns the dance phrase to the preferred 

norms of 10-measures or 12-measures. 

Returning to Figure 1, the other forms of dances using the ‘short-long” rhythm, that are not 

analysed here, appear to be most frequent in the northern (central and western) regions of Bulgaria 

and have a multitude of local names, suggesting this rhythm is endemic to the lower Danube 

regions. Potentially the cross-border forms shared with Romania are in the “crossing-step” and 

“bidirectional” dances. 

However, the range of variability of Paydushka recorded in the Sredna Gorna region (the 

northern part of central Bulgarian Thrace (Ilieva, 1978:303–317) suggests that this is closest to the 

‘original’ source of Paydushka that can be found. The variations all conform to the classic form of 

limping to left and hop-steps to right and are entitled Paydushka, whereas the lower Danubian 

dances to this rhythm are in different forms and a multitude of local names. The variations in the 

interfaces and details are not consistent with my discussion based on construction from a limited 

number of motifs. This range of variation might indicate versions that pre-date the wider 

popularisation of the ‘type 1’ and ‘type 2’ forms. 
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Appendix I - Structural data 

Definition of Paydushka 

I have adopted and normalised all data to the Bulgarian choreographers’ norm of starting the dance 

with the limping steps (following the works of (Dzhudzhev, 1945:355) (Tsonev, 1950:211) (Vaglarov, 

1967:126)), however this is rather arbitrary and many other notations, particularly Greek and those of the 

Folk Dance community start the dance with hop-steps to the right and some recordings of village groups 

start with the ‘interface’ motif. 

There is a reasonably stable structure of dance motifs commonly known as Paydushko horo which can 

be summarised as: 

[
limping steps

to left
] + [

optional
interface

] + [
hop steps

to right
] + [

optional
interface

] 

 

The sections can be described as: 

1. limping step – this is often referred to as the Paydushko step by Bulgarian dancers. When 

executed in the left direction the actions are: count 1) step on the right foot crossing in front 

of the left, count 2) then step back on right, with a slight downward feel as if limping. 

2. hop-step – generally executed in place or to the right. Count 1) hops on the short beat, 2) 

step on the long beat. 

3. interface – I have termed the sequence of motifs that are made between the travelling parts 

of the dance as the “interface”. They are built from various combinations of ‘hop-step’, 

‘limping step in place’ and ‘two steps in place’. 

 

The ‘parity’ of the weight changes (Green, 2023) within the section of the phrase is a useful method 

to understand constraints on variation. The total dance parity must equal zero in order to repeat and in the 

case of Paydushka each section within the dance phase also has parity equal to zero. Both the limping steps 

to the left and the hop-steps to the right start with the weight on the left foot so the combination of the 

travelling steps+interface motifs must also total a parity of zero.  

I have utilised a simplified description of single musical measure motifs which only considers; 1) the 

step or hop, and 2) dance direction, per measure of music. Examining dances as combinations of simple 

steps in motifs removes all the nuances particular to a version of a dance which must be learnt to perform 

the dance – the attitude of the body, the arm movements, precise directional interpretations etc. 

There are only five single measure motifs for the majority of Paydushka dances:  

R means movement to the right, L means movement to the left: So a hop-step 

R can be either starting on the left or right foot, but moves to the right.  

I have used “across” to signify a Paydushko step, being a step across in front and 

step back on the other foot. L means to the left, so a Paydushko step left, which 

is a right foot step across in front and then a step back on the left foot. I have 

used the same description when it is part of a motif in place as the movement is 

the same. 

A variation of the Paydushko step is to step behind rather than in front.  

 

However, ‘hop-step’ in place is consistently differentiated from the travelling 

version in most dances. 
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The majority of Paydushka dances use one of these two interface patterns: 

   

 

The ‘type 1’ 10 measure Paydushka 

The version termed ‘type 1’ by (Tsonev, 1950:211) is widely popular in Bulgaria and often termed 

paydushka troika as opposed to paydushka chetvorka, named by the choreographers depending on if there 

are three or four steps to the left (Grancharova, 2008:88). This 10 measure structure can be summarised as: 

 

Figure 6. The 10-measure “type 1” Paydushka. 

This is the most common version of Paydushka seen during festivals and other social dance occasions. 

This version was included in training text books, for example Paydushko horo – troika (Vaglarov, 1967:126), 

and through such teaching may well have been further transmitted and popularised in the second half of 

the 20th century, consequently I am focusing predominantly on references that pre-date 1960s. 

Variations 

Front and back  

A variation of the “type 1” Paydushka which can be seen now at social occasions from Macedonia to 

Romanian Dobrogea has a single change, and the second “limping step” to the left has the right foot placed 

behind rather than in front.  

 

Figure 7. Popular variation on the “type 1” 10-measure Paydushka. 
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Repeated interface  

See Table 4 for the reference details. Μπαϊντούσκα that is danced by population exchange 

immigrants from Bulgaria now in Κίτρος Greece has the interface section repeated resulting in a 13-measure 

dance phrase: 

 

Figure 8. Μπαϊντούσκα from Κίτρος. 

A song-dance version from Veliko Tarnovo and Staro Zagora regions has an interface figure added to 

the start resulting in a 13-measure dance phrase: 

 
 

Figure 9. Song-dance from Veliko Tarnavo region 

Reduced number of limping steps 

Surnato from Hlevene (Lovech region) has reduced number of the limping steps and increased 

number of the hop-steps. A similar reduction can also be seen in Zalivil Dyado from Hotnitsa (Veliko Tarnovo 

region, see table 7) where seemingly a 10-measure phrase is maintained using the ‘three times’ 5-measure 

ending. 

 

Figure 10. Surnato from Hlevene, Lovech compared to Paydushka troika and Zalivil Dyado from Hotnitsa. 
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No interface between limping steps and hop-steps to right 

Todorkinata from Oryakhovo and Paydushka from Strelcha (see table 4) have no interface motif 

between the limping steps and the hop-steps. 

 

Figure 11. Todorkinata from Oryakhovo and Paydushka from Strelcha. 

  

The ‘type 2’ 12-measure Paydushka chetvorka  

The version termed ‘type 2’ by Tsonev (1950:211) is also titled Paydushka chetvorka by the Bulgarian 

choreographers due to the four crossing steps to the left (Grancharova, 2008:88) (see Table 5). This has two 

changes in comparison to the ‘type 1’ 10-measure Paydushka troika resulting in a 12 measure phrase:  

1) four limping steps, in place of three 

2) the interface is 4-measures of two ‘single-crossing’ motifs. 

Although Tsonev says it is widespread, it is only included in the training syllabus as Paydushko horo – 

chetvorka by Vaglarov (1967:137), and otherwise does not appear in examples or references. 

 

Figure 12. ‘type 2’ 12-measure Paydushka chetvorka 

Variations 

The nearest examples are two Romanian interpretations of Paydushka (see Table 6). These have the 

same four time limping step to the left, twice the ‘single-crossing’ step in place, then in the case from Plopul 

a more typical Moldavian sequence of steps with stamping, and in the case from Nufăru appears to have 

half a crossing-step to maintain a 10-measure dance phrase (against the 16-measure musical phrase). 

 

Figure 13. Comparison of two Romanian Paidușca. 
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Tum tam, tum tam (Radev, 2003:9) is a dance to one of the most typical Paydushka melodies, and 

structurally is related, but with several adaptions: 1) only two limping steps, 2) two step-hops added to the 

interface, 3) each hop-step to the right is followed by two scissor steps.  

 

Figure 14. Tum tam, tum tam. 

Other versions using the ‘single-crossing’ are significantly different in ‘theme’, generally missing the 

hop-steps to the right. This leads to a different discussion on dances built from single-crossing motifs and 

the relationship to Rustem dances north of the Danube. 

The ‘three times’ hop-step Paydushka 

There is a variation of the ‘hop-steps’ to the right where the number is decreased from four to three 

with an interface of 2-measures (parity=1) added, giving a 5-measure pattern (see Table 7 for details of all 

these examples). The notations of these dances generally start with the travelling to the right (however in 

these diagrams I have normalised to starting with the limping steps for ease of comparison).  

When applied to the ‘type 1’ Paydushka this yields an 11-measure dance phrase, and if the first part 

is reduced to two limping steps there remains a 10-measure dance phrase: 

 

Figure 15. ‘Three times’ applied to ‘type 1’ Paydushka. 

When applied to the ‘type 2’ Paydushka (as defined by the two ‘single-crossing’ motifs, but only three 

limping steps as per ‘type 1’) this yields a 12-measure dance phrase: 

 

Figure 16. ‘Three times’ applied to ‘type 2’ Paydushka. 
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Another perspective 

Another perspective is that this ‘three times’ 5-measure phrase is actually the important dance feature, 

and there are dances without any limping steps to the left: 

 

Figure 17. Paydushka based on the ‘three times’ 5-measure to right pattern.  

If the ‘perception’ of the dance is changed it is easy to see how the version of Paydushka (also known 

as trite pati) in northeastern Bulgaria reduces to a simple structure with similarities to other dances in the 

wider region. The changes in perception are listed below and shown in Figure 18: 

1. start the dance with the travelling to the right, as are most horo and hora in the region 
2. move the bar lines so the hop is on the anacrusis (or pick-up beat) which changes the pattern of 

phrases to a more logical 4+4+4 
3. remove the extra hops which are not seen clearly in some archive recordings 
4. change to 2/4 meter 

An alternative view could be the local dance form has been adapted to the concept of Paydusha. So, 

perceiving the dance through the norm of Paydusha has led to a more complex idea of the dance. 

 

 

Figure 18. The connection between three times Payduska and typical horo or hora. 
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Appendix II – Ethnographic data 

Tsonev’s (1950:360) list of collected dances includes very many labelled as “Paydushka”, generally 

meaning they are in the “short-long” rhythm, so including all the categories depicted in Figure 1. 

 

Figure 19. Tsonev (1950:360) collected dances labelled as “Paydushka” https://www.google.com/maps/.  

The ‘type 1’ 10 measure Paydushka - documented examples 

It seems likely this version was widely popular by the 1920s, and may well have been further 

popularised by appearing in dance training text books (for example Vaglarov, 1967:126). There is an 

interesting example in Katsarova (1958:335) from the village of Kireevo (Vidin region) where the older people 

dance a bidirectional pattern that has 5 measure travelling +5 measures in place (clearly a different dance 

structure) whereas the younger generation dance the ‘type 1’ Paydushka4 which suggests this popular 

version reached this village sometime in the early 20th century.  

This history fits in well with the introduction into the US folk dance community in the mid-20th century, 

from the Bulgarian communities in the USA by Dick Crum in 1956 (Oakes, 2018) and Gordon Engler in 1958 

(Dunin, 1979:200) . Appendix III, Table 1 gives the references to ‘type 1’ paydushka in the books of Dzhudzhev 

(1945:355) and Tsonev (1950:211 no.54), Petrov (2008 (1986):233) and Broenata from Gorni Bogrov, Sofia 

region (Grancharova, 2008:88, 103).  

Dzhudzhev notes the song phrasing as being 16 or 12 measures opposed to the 10 measure phrases 

of the dance (Dzhudzhev, 1945:210). It is clear that this 10 measure dance phrase was being danced to 12 

or 16 measure melody phrases pre-1950.  

It seems that Paydushka was predominantly danced to popular songs of the time.5 Tsonev also gives 

a list of locations that danced to the song Да знае мома да знае, да знае да се не жени (see Appendix III 

Table 2 for locations) which indicates a widely distributed popularity rather than a localised form (Figure 20).  

 

                                                      
4 Katsarova’s notation starts with the hop-steps travelling to the right, however the final two hop-steps are performed 

moving backwards.  

5 Paydushka is usually danced to the melody of the songs Отъ долу иде лудата Яна (in 16 measure phrases), also to 

the melody of the art-song Ах забрадила червенъ чумбер and to the song Ахъ да бихъ знала, че тъй ще да стане 

въ двана (in 12 measure phrases) (Dzhudzhev, 1945:210). Tsonev notes that in many places it is danced to the melody 

of the folk song Да знае мома да знае, да знае да се не жени (Tsonev, 1950:211-212). Grancaharova (Grancharova, 

2008:88, 103) describes Paydushka danced to the popular song Тук Там, Тук Там кисело млеко. 
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Figure 20. Tsonev’s locations dancing to the song Да знае мома да знае, да знае да се не жени. 

Tsonev (1950:212) also gives a list of different names given to Paydushka –  Slyadno horo, Horovodna, 

Na Lyulkite, Eskiysko horo, Eskiyata, Alimanovata, Kastroninata, Tri Pati and Yuchata (see Appendix III Table 

2 for tabulated cross-reference to his collection). However some caution is required interpreting his notes; 

he includes Syurnato (Tsonev, 1950:214 no.55) around Lovech but the notation is a different variation in 11 

measures, and he also includes Zad krak which means “step behind” indicating an alternative variation of 

Paydushka. It is clear that his notes do not consistently refer to the same 10 measure Paydushka. 

In Greek, this dance is known as Μπαϊντούσκα (a direct transliteration), and the range of variations 

are mostly attributed to Thrace and “north Thrace” (Bulgaria) which are likely arrived in the Greek locations 

following the population exchanges after the First World War.6 The videos from Xilagani and Asvestades 

come from an area with a formally mixed population and can easily be related to the versions further north, 

and the videos from Kitros attribute the dance to northern Thrace so represent the displaced population 

from modern Bulgaria. See Table 3 for a table of references videos available.  

The video from Oreini (formerly Bulgarian Фращани) is, on the other hand, typical for the wider region 

of Pirin Bulgaria and Northern Macedonian in terms of dress, music and style. It would be expected to have 

examples from village contexts in Northern Macedonia prior to 1950s, but Paydushka is not even mentioned 

as part of the national repertoire (Dunin and Visinski, 1995).7  

By the 1920s when Tsonev was collecting dances this dance appears to have been very widespread 

geographically, danced to popular songs of the time. It is not possible to determine an origin, Bulgarians 

generally attribute the origin of Paydushka to northern Bulgaria, probably due to the large number of other 

dances to this rhythm in the northern regions, however the attribution of ‘type 1’ Payduska references are 

more widely distributed (Figure 21). 

                                                      
6 The “Greek Dance Pandect project” is a useful source of archive videos and documentation. “The world of Greek 

dance” website hosted by the “Greek Dance Pandect project” presents part of the archives of the Dora Stratou Theatre 

<https://dance-pandect.gr/en/>. 

7 Dunin explained that in Macedonia Paydushka was identified as connected to Bulgaria so was not included in the 

national repertoire (personal communication). 
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Figure 21. References to ‘type 1’ Paydushka pre-1950s 

Variations 

A common popular variation nowadays has the second limping step replaced by a step behind. 

Although Tsonev says this is danced in many places in Bulgaria, there are few references to this sequence 

(see Appendix III Table 1, last three entries). 

There appears to also be a different interpretation of the beat in the northern Macedonia and western 

Bulgaria area where the step is on “short” and the hop on “long”. Larry Weiner filmed three villages groups 

in central Macedonia in the 1980s,8 Dzhudzhev (1945:238) documented a similar version titled Ай моли Бога 

as danced by Sonia Pancheva from Skopje, Ilieva notated three version in Staro Zagora of central Bulgaria 

(Ilieva, 1978:313,317), and I have a recording from the Pernik region of Bulgaria recorded at the Koprivshtitsa 

festival in 1995.9 

The ‘type 2’ 12-measure Paydushka chetvorka  

The version termed ‘type 2’ by Tsonev (1950:211) is known as paydushka chetvorka by the 

choreographers (see Appendix III Table 5 for notated examples). Tsonev (1950:216) says this version of 

Paydushka was danced in many places in Bulgaria to the song Ах да би знала, however there are only two 

early notations, Drumev (1929:33-34) and Vaglarov (Vaglarov, 1967:137), neither of which list a location. 

However, Tsonev gives a notation for this dance to the song Кому Да Ме Даде (Tsonev, 1950:216 no.56) 

from Starocel in 1926, and also gives a further example of Zapletenoto horo from Ivaylovgrad where it is 

danced to another song, and lists Кому Да Ме Даде (Tsonev, 1950:365 no.535) from Shumen region in 1926.  

Interestingly Jora (2007:216) describes this dance in 1976 in Ceamurlia de Sus (north Dobrogea) which 

has an immigrant population from Macedonia. There are two versions that are quite close to Paydushka 

chetvorka in the Romanian repertoire: Paidușca from Plopul (Popescu-Județ, 1967:423-427) and Paidușca 

from Nufăru (Roman, 2006:231). Typically Romanian dances are concordant to the music, and the two 

‘single-crossings’ are also typical for the Romanian repertoire, so it is not clear if there is a relationship to 

Tsonev’s ‘type 2’ Paydushka or just a local interpretation of Paydushka (the name indicates that the dance is 

attributed to the Bulgarian Payduska and not the Romanian Rustem).  

                                                      
8 See https://folkdancefootnotes.org/dance/a-real-folk-dance-what-is-it/about/pajdusko/ and personal 

communication. 

9 Pernik region of Bulgaria recorded at the Koprivshtitsa festival in 1995 https://youtu.be/_q5cj_zMs4A.  

http://www.eliznik.me.uk/
https://folkdancefootnotes.org/dance/a-real-folk-dance-what-is-it/about/pajdusko/
https://youtu.be/_q5cj_zMs4A
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The ‘three times’ hop-step Paydushka 

This particular variant appears to be prominent in the Ruse–Razgrad–Veliko Tarnovo regions of 

northern Bulgaria (Figure 22), however there is one recording made from Serres in northern Greece in the 

Greek archive.  

 

Figure 22. The three times hop-step Paydushka. 

There is an interesting subject for further research as there appears to be a cross-over between other 

dances families in 2/4 known as Triti pati in eastern Bulgaria and Hora n’doua parți in Romanian Muntenia 

that have a very similar structure to this form of Paydushka.  

Another interesting variation is the reversed direction Paydushka. Dance expert Joe Graziosi (based in 

USA) taught a version of Paydushka “specific to the villages of Mikro and Megalo Boyialiki” (now in Yambol 

county, Bulgaria).10 This version has the regionally typical 11-measure structure however uses the opposite 

footwork and direction. Interestingly Michael Cartier (US dance teacher) taught a version he titled Yambolski 

Paydusko which also has the same reversed direction.11 

 

  

                                                      
10 YouTube examples: https://youtu.be/wH1Mk-ZPBAw and https://youtu.be/ATGreTDpdDA.  

11 See https://socalfolkdance.org/dances/J/Jambolsko_Pajdusko_No_2.pdf  

http://www.eliznik.me.uk/
https://youtu.be/wH1Mk-ZPBAw
https://youtu.be/ATGreTDpdDA
https://socalfolkdance.org/dances/J/Jambolsko_Pajdusko_No_2.pdf
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Appendix III – Tables 

Title Location Year Description Reference 

Пайдушко хоро Kostinbrod, Sofia <1945 as danced by Nikola 

Vlachkov 

(Dzhudzhev, 1945:355) 

Калинка Гърло 

Боляло 

Patresh, Veliko 

Tarnovo region 

1939  (Tsonev, 1950:211 no.54, 354 

no.438) 

Пайдушко хоро Lovech region 1924  (Tsonev, 1950:360 no.875) 

Пайдушко хоро Patresh, Veliko 

Tarnovo region 

1939  (Tsonev, 1950:360 no.883) 

Слядно хоро Dedeağaç (now 

Alexandroupolis in 

Greece) 

1928  (Tsonev, 1950:212, 364 

no.1139) 

Хороводна around Popov, 

Targovishte region 

  (Tsonev, 1950:212) not listed 

in collection! 

На люлките Ortakoysko, now 

Ivaylovgrad region 

  (Tsonev, 1950:212) not listed 

in collection! 

Пайдушко хоро Stambolovo, Pleven 

region 

  (Petrov, 2008 (1986):233) 

Броената Gorni Bogrov, Sofia 

region 

 to the song Тук 

Там, Тук Там 

кисело млеко 

(Grancharova, 2008:88, 103) 

Pajduška Pittsburgh, USA 1951 Dick Crum learned 

Pajduška in 1951 

among Pittsburgh 

Bulgarians 

[Dick Oaks notes 2018] 

Пайдушко хоро / 

Пайдушката  

(var. step behind) 

Bohot, Pleven region 1920 to the song Да знае 

мома, да знае 

(Tsonev, 1955:126 no.12) 

(Tsonev, 1950:360 no.844) 

Пайдушката 

(var. step behind) 

Tuchenitsa, Pleven 

region 

1920  (Tsonev, 1950:360 no.845) 

Пайдушко 

(var. step behind) 

Vakarel, Sofia region  women’s “vodeno” 

horo 

(Petrov, 2004 (1990):313) 

Table 1. ‘Type 1’ Paydushka notations. 

  

http://www.eliznik.me.uk/
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Title Location Year Description Reference 

Алимановата † Враняк, 

Белослатинско 

1937 хоро, като пайдушко 11 

Ескийската 

(Ючата, 

Пайдушко) † 

Сливенско и 

Ямболско 

1915 хоро 342  

Ескийско † Габрово 1934 хоро, старо пайдушко 348 

Ескията Севлиевско 1926 хоро пайдушко 341 

Зад Крак 

(Клатено) † 

Луковит 1922 хоро пайдушко 358 

Калинка Гърло 

Боляло  

Патреш, 

Павликенско 

1939 хоро пайдушко с 3 кръстосани, 

стъпк 

438 

Кастронината † Джурово, 

Тетевенско 

1947 хоро пайдушко с 3 кръстосани 

стъпки 

466 

Пайдушко  Ловеч 1924 хоро с 3 кръстосани стъпки по 

мелодията на «Калинка гърло 

боляло» 

875 

Пайдушко  Патреш, 

Павликенско 

1939 хоро с 3 кръстосани стъпки по 

мелодията на «Калинка гърло 

боляло» 

883 

Слядно † Дедеагач 1928 хоро пайдушко с 3 кръстосани 

стъпки 

1139 

Три Пъти † Батин, Беленско 1938 хоро пайдушко 1225 

Три Пъти  Сърнево, 

Карнобатско 

1936 хоро пайдушко 1226 

Три Пъти Батин, Беленско 1938 хоро-леса, пайдушко 1231 

Трите Пъти  Върбица, 

Първомайско 

1928 хоро пайдушко 1232 

Трите Пъти  Свищовско 1926 хоро пайдушко, ,по мелодията на 

«Туптан, туптан кисело мляко» 

1241 

Table 2. List to type 1 Paydushka dances collected Tsonev without notation (Tsonev, 1950:347-368).  

† danced to the song Да знае мома да знае, да знае да се не жени.  

 

Title Location Type Description Reference 

Μπαϊντούσκα Xilagani Ξυλαγανή Type 1 Greek performing group http://www.dance-

pandect.gr/ 

Μπαϊντούσκα Asvestades 

Ασβεστάδες 

Type 1 Similar to village dances 

where the leaders curl 

the ends of the line 

http://www.dance-

pandect.gr/ 

Μπαϊντούσκα Kitros  

Κίτρος 

Type 1 Attributed to north 

Thrace now Bulgaria 

http://www.dance-

pandect.gr/ 

Μπαϊντούσκα Oreini  

Ορεινή 

Type 1 Dress, music and style 

this links to the similar 

traditions of the Pirin and 

North Macedonia Slavs 

http://www.dance-

pandect.gr/ 

Μπαϊντούσκα Goumenissa 

Γουμένισσα 

Type 1 Only two ladies http://www.dance-

pandect.gr/ 

Μπαϊντούσκα Topolovgrad Καβακλί  Type 1 In 10 musical measures (Kokkinos, 1987:241) 

Table 3. ‘Type 1’ Paydushka dances in the Greek archive. 

  

http://www.eliznik.me.uk/
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-269A9FB4
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-269A9FB4
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-B3049E74
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-B3049E74
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-74418BE9
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-74418BE9
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-407B4565
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-407B4565
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-C4EC1664
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-C4EC1664
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Title Location Meas Description Reference 

Μπαϊντούσκα Κίτρος (Thrace Black 

Sea refugees) 

13 ‘type 1’ Paydushka with 

interface repeated 

http://www.dance-

pandect.gr/ 

Пайдушко? Veliko Tarnavo region 13 3-measure interface 

added to start of ‘type 1’ 

Paydushka  

https://youtu.be/gw50WvP

B5fw  

Пайдушко? Staro Zagora region 13 3-measure interface 

added to start of ‘type 1’ 

Paydushka 

https://youtu.be/UcL62M4

qsAg  

Сурнато Hlevene, Lovech 11 2x limping steps and 6x 

hop-steps 

(Tsonev, 1950:214 no.55) 

Тодоркината Oryakhovo, Vratsa 10 No interface motif (Tsonev, 1950:209 no.53) 

Пайдушка Strelcha, Pazardzik 7 No interface motif (Ilieva, 1978:303)  

Table 4. Variations on the ‘type 1’ Paydushka dance. 

 

Title Location Year Description Reference 

Пайдушко хоро  <1929 to the song Ах да би 

знала 

(Drumev, 1929:34) 

Кому Да Ме Даде Старосело, 

Пловдивско 

1926 хоро пайдушко с 4 

кръстосани стъпки 

(Tsonev, 1950:534) 

Кому Да Ме Даде Коларовградско 

(Шумен) 

1926 хоро пайдушко с 4 

кръстосани стъпки 

(Tsonev, 1950:535) 

Пайдушко хоро - 

Четворка 

  to the song Ах да би 

знала 

(Vaglarov, 1967:137) 

La patrdzati de 

dumaniti 

Ceamurlia de Sus 1976 Immigration from 

Macedonia during the 

population exchanges 

(Roman, 2007:216) 

Table 5. ‘Type 2’ Paydushka chetvorka notations. 

 

Title Location Meas Description Reference 

Туп Там, Туп Там Radomir 16 (2x hop-steps to right + 

2x scissors) repeated 

(Radev, 2003:93) 

Paidușca Plopul 12 Hop-steps replaced 

stamping pattern 

(Popescu-Județ, 

1967:427) 

Paidușca Nufăru 10 Hop-steps replaced by 2-

measures steps 

(Roman, 2006:231) 

Table 6. Variations on the ‘type 2’ Paydushka chetvorka. 

  

http://www.eliznik.me.uk/
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-F5CCF62C
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-F5CCF62C
https://youtu.be/gw50WvPB5fw
https://youtu.be/gw50WvPB5fw
https://youtu.be/UcL62M4qsAg
https://youtu.be/UcL62M4qsAg
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Title Location Meas Description Reference 

Пайдушко хоро 

 

Полски Сеновец 11 variation to ‘type 1’ 

Paydushka 

 

(Petrov, 1986:230) 

 Ruse region 10 variation to ‘type 1’ 

Paydushka  

https://youtu.be/60oJS-

Gs3Ok  

Заливил Дядо Hotnitsa, Veliko 

Tarnovo region 

10 variation to ‘type 1’ 

Paydushka 

(Petrov, 1986:241)  

Μπαϊντούσκα North Thrace 11 variation to ‘type 1’ 

Paydushka 

http://www.dance-

pandect.gr/  

Μπαϊντούσκα 

 

North Thrace 11 variation to ‘type 1’ 

Paydushka 

http://www.dance-

pandect.gr/  

Пайдушко / Три 

пъти? 

Razgrad region 12 variation to ‘type 2’ 

Paydushka  

https://youtu.be/Hpgge9e

OlrI 

Μπαϊντούσκα 

Σκοτούσας 

Σέρραι 12 variation to ‘type 2’ 

Paydushka 

http://www.dance-

pandect.gr/ 

Хърцойско 

пайдушко хоро - 

Трите пъти 

Ruse region 12 variation to ‘type 2’ 

Paydushka  

https://fb.watch/mEkgP1us

Ti/ 

Paidușca Beștepe, Tulcea 

region 

12 variation to ‘type 2’ 

Paydushka 

https://culturalia.ro/ 

Paidușca Pecineaga, 

Constanța region 

12 variation to ‘type 2’ 

Paydushka 

https://culturalia.ro/ 

Table 7. The ‘three times’ 5-measure ending on ‘type 1’ and ‘type 2’ Paydushka. 

 

Title Location Meas Description Reference 

Пайдушко хоро Kutlovitsa, Silistra 8 with 3-measure interface 

motif 

(Petrov, 2009 (1993):133) 

 

Пайдушко хоро Alekovo, Silistra 8 with 3-measure interface 

motif 

(Petrov, 2009 (1993):230) 

 

Пайдушко хоро Dobrich region 11 with two different 3-

measure interface motifs 

(Petrov, 2009 (1993):146) 

 

Пайдушко хоро Yambol region 11 with 3-measure interface 

motif repeated 

(Deering, 1991) 

Αρναούτα Σέρραι 6 5-measure ending + 1-

measure interface 

http://www.dance-

pandect.gr/  

Table 8. Dances based on the ‘three times’ 5-measure ‘ending’ 

 

  

http://www.eliznik.me.uk/
https://youtu.be/60oJS-Gs3Ok
https://youtu.be/60oJS-Gs3Ok
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-6AD39F09
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-6AD39F09
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-BFC4D937
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-BFC4D937
https://youtu.be/Hpgge9eOlrI
https://youtu.be/Hpgge9eOlrI
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-A8E72F4E
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-A8E72F4E
https://fb.watch/mEkgP1usTi/
https://fb.watch/mEkgP1usTi/
https://culturalia.ro/search/10a049ac-a3c7-455b-82e4-251799dad2fb/view
https://culturalia.ro/search/8d10982a-9273-4cc5-a61c-a1244de9cb5d/view
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-4C8D65E0
http://www.dance-pandect.gr/pds_cosmos/pop/pop_tekmhrio_gr.php?mode=Vie&oid=O-4C8D65E0
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Appendix IV – Romanotation 

 

 

  

http://www.eliznik.me.uk/
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