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MPEAIOBOP

Yeaxncaemu wvumamenu,

ITpen Bac e CoopHuk 20 (mOpazy KOeTo M JOHSAKDBIe H00uIeeH)
»Mian HaydeH ¢popyM 3a Mysuka u taHl (KoHpepeHums ¢ mexyHa-
ponHo yuactue)“. PedepupaHo 1 MHAEKCUPAHO U3JAHME.

Kora mMmuaxa tesu 20 rogmuy, OTKakto mnpod. mH. IuMutsp
XpucToB, KOMIIO3UTOP ¥ MY3UKOJIOT (CBeT/Ia My mameT!), HodeTeH mpo-
¢decop na HBY, nape unesaTa B femapraMeHT ,Mysuka“ fa ce cb3paje
TloxTopanTcka KoHpepeHuns ,Mmay HaydeH GOpyM” KaTto MsCTO 3a
M3HACsIHE HAa HAYYHM JOK/IAfM B XOfa Ha paboTaTa HaJ AUCEPTALNUTE,
[IOKTOPAaHTHTE /ja OOL[yBaT IIOMEXAY CI, KAKTO ¥ C APYTY HAYIHY PBKO-
BOIMTENN, C TPENofiaBaTeNu, ¢ KOlern... Bpemero mokasa BmcoKara
07132 OT TOBA HauMHaHIE, KOETO B CKOPO BpeMe He KOMMPaHO B pefuiia
IPyTY BUCLIN yIW/ININA TT0 My3UKa B CTPAHATA. ..

B nHacrosmms C6opHuk ca nyonukyBanu 30 fokmazsa ¢ pasHoo-
OpasHa Temartuka (IombOpaHy 4Ype3 HBOIHO TANHO pelieH3MpaHe, Chr-
JIACHO M3[aTe/cKaTa MOMUTUKA Ha eXeTOfHNKA): My3lKa (Chb3JaBaHe,
MHTepIpeTHpaHe, aKyCTUKA, 03ByYaBaHe, 3BYKO3AIUC 1 BU/EOpeai-
3aIy, MpeTofaBaHe, UCTOPUS, TEOPUs, CTUINCTUKA — KJIACUKA, TTOMY-
JsIpHa MY3MKa, eIeKTPOHHA U AUTWUTAJIHA. ..), TAHII, KAKTO U CLIEHWYHN
M3KyCcTBa (Tearpp, KMHO... — OCMUCIASHUSA, PEXKNCYpa, >KaHPOBE I

11



ny6nuku), nureparypa. ToBa e Taka, 3al10TO IIPefy TOAVHM K'BM Hac ce
NpUCHENVHNXA KOETH OT AipyTu fienapraMenT B HBY. Ho y4acTHNIN-
Te B KOH(epeHUMATa HY, PECII. aBTOPUTE Ha JOKTAJWUTE — JOKTOPAHTU U
HOCTHOKTOpaHTH OoT bbarapus u uyx6una (Mranus, Cep6bus, Kocoso,
Kwuraii) He ca camo ot HBY, a u oT ipyru BuCIIN y4mnnInina u MHCTUTY-
LU,

B c6opHuKa 3a Bropa rofyHa ce yOImMKyBaT U peljeH3u 3a BUCO-
KOKa4eCTBEHM CBOUTHS, KAKTO 1 32 MOHOTpaduy Ha KOJIETU OT Jierap-
TaMeHTa. Taka Te IMO/y4aBaT ChbOTBETHOTO HAYYHO MHEHNE 3a CBOSITA
pabora.

JKenas Bu mpuATHO 1 IO/IE3HO YeTeHe!

Asop Koros, npogecop, 0-p, 0.H.,
I'nasen pedaxmop

12
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MY3UKAAHATA XUMUA HA AXXA3 TPUOTO.
HACOKW 3A YCMELWEH PEMETUUMOHEH
MPOLEC NMPU NMOAITOTOBKA HA
KOHLUEPTHA MNMPOrPAMA

AHTEJI 3BABEPCKN!

THE MUSICAL CHEMISTRY OF THE JAZZ TRIO.
GUIDELINES FOR A SUCCESSFUL REHEARSAL PROCESS
IN PREPARING A CONCERT PROGRAM

ANGEL ZABERSKI?

Pestome: B To3u MaTepuas ce NpeACcTaBsa peNeTULVOHHUAT IPo-
IjeC MeX/Iy My3UKaHTUTe U IPoOIeMNTe, C KOUTO OMXa MOI/IN Aa
ce cOMBbCKAT IO BpeMe Ha peleTuIys, KaKTo ¥ HaYMHBT Ha yC-
BOsABaHe Ha MaTepuaja Taka, 4e fla C€ yCeTH JIeKOoTaTa B MY3MU-
LIMpaHeTo Ha M3I'BTHUTENNTe Ha clieHa. [Ipy Bcuuky MysuKaHTH
HauMH'BT Ha peneTUIyA € CTPOro MHAMBMJYAJIeH, 3alj0TO TOBA
ca pasMMYHU U3II'BITHUTENMN, BCEK) ChC CBONTE NPENCTABM 3a Ca-
MOTIOATOTOBKA ¥ NOJHACSAHe Ha MY3MKa/lIHMA MaTepuas. AHalIK-
3MpaT ce BapMAHTUTeE, KOTAaTO MMa IPyIa, KOATO PabOTU OT AbI-
TV TOAVMHY 32eJHO, I My3MKAaHTHUTe Ce [TI03HaBaT, KakKTo 1 Te3l, B
KOUTO ce TpaBu cOopHa ¢opMalus 3a olpesie/ieH KOHLEPT MIN

1 II-p Anren 3abepcku e TOLEHT B flerrapTaMeHT ,,Mysuka“ Ha HoB 6Barapcku
yHUBepcuTeT, e-mail: azaberski@abv.bg

2 Dr. Angel Zaberski is an associate professor in the Department of Music at the
New Bulgarian University, e-mail: azaberski@abv.bg

15


https://doi.org/10.33919/YSMDF.26.20.1

MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

U3sBa, HE3aBUCKUMO flanu e 6bae B KnyOHa atMocdepa Win B
KOHLIepTHa 3a/1a. Bcuuko ToBa e criofenieHo Ha 6asata Ha co6CT-
BeH HATPYIIaH OIMT KaTo IIOI I [Ka3 MY3MKAHT Ha ObIrapckara
MysuKanHa cieHa. He ce Tppcu dumocodckn cMmucsi, a ce cro-
IeJIAT IMYHY HaOMIOfeHNS M MUC/IM OTHOCHO paboTara Ha My3U-
KaHTHTe IIPYU MOfTOTOBKATA 3a CIIeHA.

Knouosu Oymu: My3VKanHa ClIeHa, peleTUIVIOHEH IPOIiec, IOoI
U [IKas3, I)Ka3 TpMO, KBapTeT

Abstract: The following article expounds on the rehearsal pro-
cess between musicians and the problems they might encounter
during rehearsal, as well as the manner in which they learn the
material, with a view to facilitating ease in musicians’ music-mak-
ing on stage. The rehearsal method is an individualised process
for all musicians, as these performers possess unique perspectives
on self-preparation and the presentation of musical material. The
options are analysed when there is a group that has been working
together for many years and the musicians know each other, as
well as those in which a collective formation is made for a cer-
tain concert or performance, regardless of whether it will be in a
club atmosphere or a concert hall. The aforementioned observa-
tions are founded upon my personal experience as a pop and jazz
musician within the Bulgarian music scene. The objective of this
study is not to ascertain a philosophical meaning, but rather to
present personal observations and reflections on the manner in
which musicians prepare for performances.

Keywords: music scene, rehearsal process, pop and jazz, jazz trio,
quartet

Mysukannama xumusi e MeTadOpPUYHO OOACHEHMe Ha CIIOJKaTa
U pasbupareNCTBOTO MEX[Y OTHAETHUTE MY3UKAHTU — TSAXHOTO eiM-
HOMMCIIVE, fa OUam 3aefHO, 1a TOBOPAT Ha eVH U ChIIU My3MKajleH
e3MIK, /la I03HaBaT MHOTO TaKMBa B cepara Ha Jjka3a. AKO Tasy XMMUA
s MMa, TOBA € TApaHINA 32 YCIeX. AKO 5 HAMA Yy HAKOI OT KOJIeTnTe My-
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3MKaHTH, HO TPMOTO JICKA Jja pabOTY C TO3M YOBeEK, e Hobpe Ja ce fasie
LIaHC TIpU BOOpU KavecTBa, 3a fa ce BHefpu B obmiaTa atMocdepa. B
JI’Ka3 TPUOTO PENeTUIMOHHUSAT MPOLleC YeCTO pasKpyuBa CreluduaHm
TPYAHOCTH, CBBP3aHM C MMIIPOBM3ALMOHHNS XapaKTep Ha My3MKaTa.
KooppuHanysaTa Mo)Xke fja ce HapylLIM IpK JINIICA HA aKTUBHO CIIyIIa-
He Mexay Mysukantute [SAWYER 2003], kakTo 1 mopagu pasnmyms
B HA4lHA, 110 KOITO Te MHTEPIPeTHPAT MY3UKaIHNUSI MaTepuanl B pe-
anHo BpeMe [MONSON 1996]. [lombIHUTENHO, MMIIPOBU3ALATA U3-
UCKBA O'BP3U pelleHNs, KOUTO KPUAT PUCK OT TPEIIKM M HECHOTBET-
crBus [BERLINER 1994], a BUCOKOTO KOTHUTMBHO HaTOBapBaHE MOXKe
Zia moBefie 1o mporycky B komyHukanusara [PRESSING 1988]. Henpen-
CKa3yeMOCTTa Ha TO3M TUII MY3UIMpPaHe CBIIO Ch3laBa MOMEHTU Ha
HECUTYPHOCT B aHcaM610BoTO B3ammopeiictBue [BORGO 2005]. He
Ha TIOCTIEHO MSICTO OMX C/IOKWJI U YOBEUIKMTE Ka4ecTBa 3a effHa 1obpa
MY3UKa/THa XMMIA, JOPY U XapaKTepbT Ha OT/Ie/THUA MHAUBUJ, € MHOTO
Ba)keH 3a 0011[0TO 6/1ar0, B3ayMHATA CUMIIATHS, JOBEPUETO 1 Hall-Beve
JIOBEpMeTO K'bM aBTOPA Ha MY3MKaTa, KOITO IpeJIara ia ce CBUPU He-
roBa aBTOPCKa My3MKa (aKo e TaKaBa).

3abensi3an cbM, 4e KOTaTO CBUPS U PabOTS C yTBBPAEHU MY3U-
KaHTY, TPOQECHOHANNCTH, PENIETULIMIOHHMAT MPOLieC Teye HMO-JIeKO U
JIeCHO, KaTO OTHOBO MMaM IIPeJBUL HATPYIIAHNUs OIINAT Ha BCEKU OT KO-
nerute. VI To 6e3 3HaueHue Janm Lie ce peleTypa Mo-TPyAHa My3UKa,
VU Helllo, KOeTo e To-easy 3a pabora. Korato Hemrara ca no-mecHu 3a
u3paboTBaHe, MHOTO OT MY3MKAaHTUTE Ce OTIIYCKAT, CMATAIKM, de He-
IaTa Iie CTaHaT U 6e3 MHOTo paboTa, KOeTo CMTaM 3a IpelllKa U BIHa-
T CBM Ce OIUTBAI (KOraTo CbM 611 GPOHTMEH U NHAeP B My3UKATHUSA
IPOEKT) [a M3UCKBAM OT KOJIEInTe CU fia O'bIaT MaJIKO I10-ChCPeoTO-
YeH! BBPXY TOBA, KOETO IIPaBUM. VIMaa CbM MHOTO TaKVMBa IPUMEPHL.
JKuBeem BBB BpeMeHa, B KOUTO 3a€TOCTTA Ha IIPOQEeCHOHATHIS My3H-
KaHT e TOJIsIMa, ¥ TOBa BUHATH € IIPeJII0o/Iarajao BCeOTAaltHOCT, I0-0COo-
OeHa OTTOBOPHOCT fIa Ce IIeCTU BpeMe, 3all0TO Ce OKa3Ba, 4e TO € Ha-
VICTYHA [JeHHO — TIPY MO-A'bI60Ka KOHIIEHTPALMsI Ce OTXBBPIIS IT0BeYe
pabota. A3 cMsTaM, 4e KOTaTo ce pereTupa HOBa My3uKa, TpsiOBa fa ce
cBupu MHoro. [la ce pernerupa MHoro! 3a [ja cTaHe Ts TaKa, CAKAIl e U3-
K/TIOUUTE/THO [TO3HATA, Y/IeTHA/Ia 38 MY3MKAHTHUTE, 3aI[0TO CbM UMAJI B
IPaKTYKATa CUi MHOTO CTy4al, KOTaTO Ce HeITIVDKMPAT PeleTUINTe, a
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MaTrepuaxbT He € ManKo. KoraTo ycTHUTE yrOBOPKM Ca MHOTO 1 KOI'aTO
Ce m3J/le3e Ha CIieHa, OIpefie/IieHO MOTa Jja Kaska, 4e ce MpaBAT eagose.
Ha crienara Bcuuky 3acTaBaMe B efjHa MO3MINsI, XapaKTepHa 3a JKasa
(0a debHem cumyayusma), KOETO IIpedy Ha My3MKaTHOCTTA Ha U3I'BII-
HEHNETO U OIpefie/ieHO M3MOpsiBa MHOTO moBede. V Bceku 3a cebe cu
ycellja, ye HelljaTa He ca ce CIYYVIN 110 Bb3MO)KHO Hall-oOpYs HauMH.
MHOro Ba)keH IICHXOJIOTMYEeCKY MOMEHT € My3MKaHTBT ia 3Hae, 4e KO-
raTo CMe B IOMAIllHA CpeJja MJ/IV B PelleTUIIMOHHA 3a/Ia, YM'BT HY € MHOTO
mo-crnokoeH. ChIIIOTO TOBA Hello, IIPEHECEeHO Ha CljeHa obave, Ch3flaBa
HaIlpe)XeHNe 3apajin pefcTaBaTa, 4e Imyo/mKara e TaM 1 cayia. J ome
HeII[0, Ha CIleHaTa BCUYKY MY3MKAHTH TPsIOBa f1a 3HAST, 4e MMAaT [PaBo
Ha eOuH-eOurcmeen uscmpen. Ha pemeTnius nmaMe Bb3MOXHOCT Ja
HOBTOPUM, fia cObpKaMe, Ia ce BbPHEM OT HsKOe MCTO, HO Ha CIieHa-
Ta TOBa € HeBB3MOXKHO. VI TyK ce I0siBsIBa I7laBHaTa pobnemaTrka. Ha
peneTuIy 13pabOTBAHETO € [0 Hail-Ma/IKMs JeTai (o oMpb3BaHe),
3a J1a MOYKE Ha CI[eHa Jja He Ce MOSIBAT TOPeCIiOMeHaTITe IIPObIeMN.

Ile 3amoyHa mpefcTaBsiHETO C paboTara MO KOHI[EPTHA IIporpa-
Ma C TpUO — IMaHo, b6ac u 6apabanu. IIprema ce, Ye MMAHUCTBT € I71aB-
HaTa, OCHOBHa (QuUrypa 1 Toil TpsibBa [ja e HasCHO C MaTepuasa, KO-
TO IIje TIPEI/IOKI Ha KOJIeTUTe CU. VI KOoraTo ce 3aIloyBa perneTuuus Ha
HOB Marepuai, e obpe MMaHUCTDBT [ja € HAKOIKO HUBA MO-[o0pe moj-
FOTBEH 3a PeleTULMSTA, OTKOIKOTO KOJIETUTE CH, 3aII0TO Te He 3HASIT
KaKBO IIle CBUPST MM He Ca TOMKOBA J0Ope MH(popMMpaHu KakBa Iie
O'bfie CTUINCTUKATA, )KaHpa U T.H. Pa3bupa ce, mpodecroHaTHNTE MY-
3UMKaHTU paboTAT ¢ HOTeH MaTepuast. [IMaHuCTBT B TPUOTO NpecTaBs
HOTHUSA MaTepuan nof gopmara Ha HIMMOBE, OATOTBEHN MPeIBapu-
TEJIHO OT Hero M 3a OCTaHa/INTe WIeHoBe. J TyK e MHOro Ba)KHO Iap-
TUTypuUTe Aa ObiaT B epQeKTeH BUJ, HAIIMCAHN U [IPECTABEHN Bb3-
MO>KHO Haif-4eT/IMBO U sicHO. [IpermoppuBaM Ha MO-M/IafiiTe KOJIEru B
IXMOBeTe I HAMa U3/IMIITHY IIOBTOPEeHN I, BPBIIAHM OT LUpu 1 TIp.
AMepuKaHCKITE UMIMOBE, C KOUTO ChM MMaJl Bb3MOXKHOCT f1a Ce COMbC-
KaM B KapyepaTa Cif, ca HallVICAaHY OT Ha4yajIo /IO Kpail, He3aBUCUMO OT
Ib/DKMHATA. 110 TO3M HAYMH ce MpeMaxBa Ollle eH CTPecoB (akTop
IpM YeTEeHeTO Ha MPNUMa BUCTA, KAKTO M Ha ClleHa. AKO HMUMAHNUCTBT
MMa K'bCMeT Jja pPaboTy C TONMMY3UKAHTH, Ollje IPY IIbPBOTO M3CBUPBa-
He Ha peleTUIVIATA NPOM3BEIeHNUATA 3ByYaT HOPMAIHO ¥ Ce CTy4uBar
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no cummarndeH HauuH. Cref IbPBOTO ,MMHABaHe  Ha MaTepyana Ha
nyecaTa JIOTMYHO 3aI0YBaT 3a0e/IeKKITe, JaBaHeTO Ha UJEN OT CTpa-
Ha 1 Ha 6acKct, u Ha 6apabaHnucT. AKo 6apabaHNCTBT € C MHOTO IIpaK-
THKa 3a] I'bpba Ci U B LIMMa MY € HamycaHo bossa nova/swing — Toit
cBupy 60ca HOBA WM CYMHI, TO TyK Ce pa3dyMTa Ha MAICTOP/I'BK U Ha
BHJKBaHe Il [IO3HaHMe 32 My3MKaTa I 3a Ha4l{Ha Ha CBUpPEeHe Ha caMaTa
nyeca. B MHOro cydan ce Hajmara fia ce IpaBsAT KOPeKIMM B jafieHaTa
I1Meca, T'hil KaTo MUAHNUCTDT 51 IMa CaMo B IIaBata CI, KOTaTo s CBUPK
Ha MMAHOTO, HO KOTaTo € B peayiHa cpefa ¢ bacucra u ¢ b6apabaHucTa
Ce pakKZiaT HOBY UJIEV U IIPETIOKEHNS Y TYK K/II090B (aKTop e KOMY-
HUKanusATa (TMYHOTO ero TPsOBa ma 6'ble 3aIB/DKUTENTHO 3arbpOEHo).
3amoTo TpHMOTO PaboTH KaTo aHCAMOB/I U 110 HUKAK'BB HAYMH UIEUTE
Ha 6apabaHycT 1y 6acCT HAMA [ja paspylIaT aBTOPCTBOTO, & HAIIPO-
TUB, KOTAaTO UMIENTE Ca TPAJVIBHIU 1 MHTEPECHMU — TOBA OKa3Ba BIUsHUE
BBPXY My3HMKaTa KaTo Lis/10. MHOTO e Ba)XHO MY3MKAHTHTE fja IMAT OT-
HOIIIeHVe KbM AyHaMuKkara. OT/elIHO OT TOBa BCEKM OT TAX TPsiOBa 1a
3Hae CBOATA QyHKUMs HAa MY3MKAHT, 3a Ia MOXe Jla M3II'b/IHABA POJIS-
Ta CI, 0COOEHO KOraTo (B IOBEYETO C/IydYal) ce Hajmara ia akoMIaH-
pa. OGMKHOBEHO Ce 3aI0YBa C'hC COMOTO HA MMAHNCTA U Ce € CTY4BaIO
6apabaHMCTBT fja CBUPY MHOTO CU/THO U fia IIpeTpyIBa My3ukara. Toa
e Ipellika, KOATO [TO0Ka3Ba, Ye MHAMBIUYATHOCTTA Hafle/Ns1Ba WM II'bK
He3HAHMETO fla HAMepHII MsIpKaTa — KOraTo MMAHNMCTBT CONMPA, OCTa-
Ha/IMTe MHCTPYMEHTM akoMmaHupar. EfBa xoraro moiie Bpeme 3a co-
0TO Ha 6apabaHMCTA, TOV MOXe a Ce pasI'bpHe MY3MKaJIHO.

B pemeTnumoHHMA mpoLjeC KaTo I'bpBa CTBIIKA Ce aBaT HOTHUTE
Ha My3MKaHTHTE I Ce 3alaBa TEMIIOTO, OOMKHOBEHO OT ITMAHNUCTA, U 3a-
[OYBA CBHIIVHCKUAT TBOPYECKY PEIeTUIIIOHEH IIpoLjec. AKO HsMa Hsl-
KaKBa Ipellka, KOATO fja HAJIOXKM CIMpaHe Ha MY3UIMPAHeTo, uecara
Cce U3CBUPBA IOKPail, KaTo € BaXKHO, IPOCBUPBANIKY 5 HA Npuma ucma,
MMAHVCTBT Ja CY HaOeJIeXKy MecTa, KOMTO MOTaT fja ce U3paboTAT Crief
I'BPBOTO USII'BIHEHNUE — IO-TPYHAHM/XapaKTePHN — M UMAT HYXXAa OT
HOBTOpeHMe 1 M3paboTKa. B paboTHMA c1 mpollec HACTOsIBAM Jia HsMa
M3/IUIIHO TOBOPEHe, KOTaTo CIIPe CBUPEHETO, 3a1[0TO He CMSTaM, 4e TO
HoMara Ha peleTHIMOHHIS U TBOPYECK IIporiec. VIMaso e MHOTO Ciy-
Yay B MY3MKaIHVSI MU ONIUT, B KOMTO BCUYKY 3aII0YBAT /ja 1aBAT UeN
K'bfie KaKBO ¥ KaK e TpsI0BaJIo fla ce CIIy4M, HO CIIOpeN MeH ToBa e 3ary6a
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Ha BpeMe. Tps6Ba efuH Ja rOBOpPM, OOMKHOBEHO aBTOP'BT, U YaK CIIef,
KaTO TOJI CIIOfIe/IV CBOMTe 3a0€/Ie>KK, f1a IIOINMTA OCTAHA/INTE 33 TeXHM-
Te mpepioxenns u uaen. [Tone a3 Taka cbM paboru ¢ Konerute CTosH
SAnxynos-Crynmxu u bopuc TacneB — My3aukaHTH, C KOUTO CbM peajy-
3Upajl MHOTO CLIEHUYHU U3ABYU, JOOPU 1 HE TONKOBA HOOPYM MOMEHTH,
TONIMY3MKaHTHU B HAlllaTa CTPaHa, KakTo u ¢ Muxaun Mocudos, Jumn-
Top JIbONeB, ApHay apode, Anexcangbp Jlorosapos, llIn6un benes,
Iumutsp Kapamdunos, Jumutsp CemoB.

Crnep xaTo ca pa3MeHeHM II'bpBUTE MUCIN U UJieN CTIef, IIbPBOTO
M3CBUpPBaHe, 3all0YBa M3pabOTBAHETO Ha JieTallyIn U CJIefjBa HOBO 13-
CBMpBaHe Ha Iis71aTa myeca. AKO IIOCTaBeHUTe 3a0e/IeXXK) Bede ca U3-
YJCTeHM, ChC CUTYPHOCT Ce MOABABA 33[J0BOJICTBO, YCMUBKA HA JINIIe-
TO 1 Cé MMHaBa HAaTaTbK. MHOro e Ba)kKHO, IOPU U Ha peneTuIus, fa
Ce CBUIPU C KpacuB TOH, Xy0aB 3BYK, CsIKAlll Bede CMe Ha caMara ClieHa.
ToBa OTHOBO ca MHAVBMIYaTHNUTE KayeCTBA HA BCEKN OT YIEHOBETe Ha
rpymnara.

[Ipn pabotara ¢ Tpuoro 6ux orOensAsan ouie eANH BakKeH MO-
MEHT — TOBa € UMIIPOBM3ALIMATA, COTIATA HA OT/IETHMUA MY3UKAHT, KOETO
€ 3a/b/KUTE/IEH OCHOBEH €/IEMEHT 3a Ib/DKMHATA Ha JlajleHaTa Iueca.
MHoro BakeH (aKTOp e MPORAB/KATETHOCTTA. B moBeveTo ciyyan Te-
Mara e oT 32 TaKTa U C7leJj TOBa 3aIlouBaT conara. BaskHo e fa ce Hame-
pu GaaHC MU CONMMPAHETO, 3aII0TO OaTaHCUpaHaTa MHTEPIpeTalus
flaBa o6/muKa Ha 1sata nyeca. O6MKHOBEHO Ha NMMAHUCTA OTHOBO Ce
maja I7IaBHATa COMMCTMYHA (PYHKIMA M HETOBUTE COMA Ceé BK/IIOYBAT
Hall-4ecTo, HO BMHATU CMe JUCKyTMpanu gopmara Ha muecata 1 Kot
OT JIpyTUTe MY3UKAHTM OM MOI'B/I Ia HAIIPABY COMIO MU ¥ ABaMara (1
6acrucra, u 6apabaHucra). BapraHTuTe ca MHOTO ¥ TOBa € KPAacHBOTO
Ha >kasa. EMyH Mambk mpuMep: 'bpBO CONMMPa MMAHUCTBT [1Ba/Tpu/de-
TUPU ¥ TIOBede chorus-a3, ciiefi ToBa, COpeJ, eCTeCTBOTO Ha IMecara, ce
HpeleHsBa fau Ja e coyo 6ac (8 wau 16 takra). AKo nmecata e 6paByp-
Ha 11 6'bp3a, e aTPaKTUBHO 1 MHTEPEeCHO OapabaHyTe ja HANIPABAT COMO
KaTO Hall-MOIIEeH M CUJIOB MHCTPYMeHT B Tpuoto. Cren GapabaHuTe
6acucTbT mpaBu cBoute 8 mau 16 TakTa, Copef odilaTa JbDKMHA Ha

3 HHH OT MY3MKa/THOTO IIPOU3BENEHNE C OTHOCUTENTHO 3aBbPIIEH BN B IIOITY-
JIApHaTa WIN PKa3 My3MKa.
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IsIaTa nmeca. ToBa e mpuMep, KOWTO MOKa3Ba Kak paboTy TPUOTO —
IIpefIBAPMUTETHO YrOBapsiMe Te3) COMa U ' OTOe/IsI3BaMe B HOTHUSA Ma-
TepMas, Thil KaTO perepToapbT € C He II0-MaJIKO OT JieceT Imech. Bucui
nuzomax TPy My3ULIPAHETO C TPUO €, KOTaTo C efUH IOI/Ie]] Ce pas-
Oupa Kol KaKBO Ja HaIlpaBU — TOBa e my3uxanHama xumus. Torasa
Hall-JIeCHO Ce IO/Iy4yaBar IMecUTe M He ce Hajlara 4yucTo MareMaTnye-
CKVI BCEKM efjIH MY3MKAHT /ja IOMHM K'bjle ¥ KAKBO TPsi0Ba f1a M3CBUPIUL.
MHOro Ba)KHO HeI[0 B PENETHINATA 1 XMBOTO M3II'bIHEHME Ha CIieHa
e /la HsAMa ,,0e3KpaitHu chorus-u — KOeTo OTHOBO I0Ka3Ba Ba>KHOCTTA
Ha CTpOJIHAaTa My3MKaTHa (popMa, Ha KOMIIO3UIIMATA, Ha MAEATA Ha Jla-
fileHata mmeca. BaxkeH dakTop e 1 XapaKkTeppT Ha MY3UKAaHTUTE — fja He
Ce YBIIMYAT B COJIMPAHETO MM CeOelOKa3BaHeTO 3a CMeTKa Ha obLiaTa
KapTMHa Ha Iyecara.

Kakro criomeHax, BpeMeTo e IeHHO 3apajiil 3aeTOCTTa Ha MY3MU-
KaHTUTE, 0COOEHO Tes!, C KOUTO MIMaM YIOBOJICTBUETO Aa paboTs. Pe-
HETULMOHHMAT TPOLEC € MHOTO COUT U Ce CTapaeM C OTPOMHA KOH-
LeHTpauus 3a MO-MaJIKO BpeMe Jja CBBPIIUM TolIsAM 06eM oT padora.
ToBa o3Ha4yaBa, ye MOATOTBSAIIKM HOBA IIpOrpama, IO-TO/IAMO ChOUTIE
WIN TIO-TO/SIMA CIIEHa, € MHOTO Ba)KHa CaAMOIIOATOTOBKATA IpPeNu fia
ce otuzie (ako 1306110 MMa) Ha BTopa peneruius. CaMOIIOATOTOBKaTa
BK'BIIY € HOJIOBMH PeeTHUINsI, 0COOEHO KOraTo MY3MKaTHIUAT MaTepu-
aJl € ChbBCEM HOB M Y>KJ 3a BCMUKU. ToecT, Ha OViiel Ha pereTuius
C Hay4yeH MaTepyajl, HsIMa BpeMe 3a yueHe 110 BpeMe Ha peleTULMsATA.
ToBa e yacT ot npodecronanusMa Ha CbBpeMEeHHNS MY3MKAHT — Jja ce
MOATOTBY BKBIIY U JIa JOVi/le C Hay4YeHa nueca. YBepsBaM By, de ToBa e
¢dopMyrara 3a ycrex py pereTUIOHeH Ipoliec, KOJITO fja Tede IIafKo
1 6e31po6IeMHo.

TIOTyK mamox HSKOM HACOKM M CIIOfieIMX OIMTA CM 3a pabora B
Tpuo popmar. CbBceM HAKPATKO I1ie Ce OIMTaM fia pa3Kaska i 3a paborta
C TIO-TO/IIM OPKECTBpP, KOTaTO Ha CIieHaTa MMa LIpaiix OpKecTsp, bpac
CeKLsI, COMMUCTI U Tpuo. Ioc/menoBaTeTHOCTTa M eCTeCTBOTO Ha pabo-
Ta € CBIJOTO, HO AHTAKVMPAHOCTTA M KOHIIEHTPAILVATA, CIIOpe]] MOUTE
HAOJTIOfIeH s, ¥ BHUMAHMETO ca pasnnyHu. Korato TaksB oMM Op-
KeCTbp pabOTH C JUPUTEHT, TOBA y/IECHABA HeIaTa, 3allJ0TO OTTOBOP-
HOCTTa 32 IPOTUYAHETO HA PENETULIVOHHS MTPOIIeC € BBPXY IUIEInTe
Ha aupureHTa. Toil paBy Hemjara U TpsAOBa Jja pasdeTe My3MKaTa I10
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B'b3MOYKHO Haii-go0pus, 6113BK 10 TO3M Ha aBTOpa HauyH. Crief 'bpBO
U3I'bIHEHNE Ha JjajleHa Mueca B MHOTO CTy4Yay JUPUTEHTHT MU 3a/aBa
BBIIPOCU OTHOCHO AMHAMIKA, TEMIIa, aKo nma ad libitum mecta, rubato.
Koraro ce M34MCTAT T€3M [ieTall/In, AUPUTEHTHT € TO3M, KOWTO peliaBa
Jla/Iu Ia ce MMHE OIpefie/ieHO MACTO B MAPTUTYpaTa WM OTHOBO, C Ha-
HeCeHNUTe KOPEeKINM, Jla ce IIOBTOPY IJIOTO pousBeneHne. Vima ciy-
Yan, B KOMTO Ce Hajlara a3 Jja JUPVOKUpPaM U Ja CBUPSI e[HOBPEMEHHO,
HO TOBa € JVPVDKUpaHe He B OYKBa/THNA CMUCH HAa yMaTa, II0-CKOPO
P'PKOBOJIEHEe Ha camMmsi IIPOLleC — HeleCHa 3aava. [IprHIunmTe Ha pe-
HeTUpaHe OCTaBaT ChIINTE.

OpkecTbpBT MOXKe a O'blle CIIMPaH, a Ce CIHOMENSAT TOPeCIoMe-
HatuTe OENEXKN 1 f1a Ce IPOIB/DKY HATATBK. A3 IMIHO MPEAIIOINTAM
fla Ma OVPUTeHT (0cO6eHO KOraTo ChbM aHTXXVMPAH U C USII'BIHEHME),
TBIl KaTO MY3MKaTa 3a TOSIM OPKECTBp, KOSTO IpaBsi, U3UCKBA TAKDbB
npodecnonanuct. Taka CbM IIO-CIHOKOEH, 4e MMa PBKOBOAUTEN Ha
TBOPYECKO-PENETULIMOHHNS TIPOLIEC, A a3, 3ae[[HO C KOJIErMTe, MOra Jia
Ce OTHaM M3LSIIO Ha U3II'BIHEHNETO CU: eHOBPEMEHHO [1a BOsI TPHOTO
U J]a CTyIIaM OCTaHajIaTa 4acT OT OPKeCcTbpa (M Jja ce HaclmaXKiaBaM Ha
MY3MKara).

3abensAsan ¢bM, 4e JUCHUIUIMHATA B IIO-TOJIEMUTE OPKECTPOBMU
cbcTaBy e fobpa. TaMm MoBefeHNeTO Ha MY3MKAHTHTE € PeCIIEeKTHPAII0
npodecnonanHo. B no-mankure Gpopmannm, KbAETO Ce MPeAIonara, 4e
MY3MKAHTHUTE Ca U IPUATENN TIOMEX/Y CH, TIOHSKOTa MMa HapyIleHus
Ha HSKOM Ba)KHU IIPABIJIA KaToO:

1. ToyHOCT - J1a He Ce 3aK'bCHSBA, KAKTO U 1a He Ce TP'bI'Ba IIpeu

f1a € IPUK/II0YeHa PETeTUIUSATA.

2. Bes pasroBopu 10 BpeMe Ha PeMeTULVOHHMUS MPOLeC, OCBEH

KOTaTo CTaBa iyMa 3a Helllo, CBbP3aHO C MY3UIIMPAHETO.

3. KoHIeHTpanus — N3K/I04eH MOOVTHY YCTPOJICTBA.

4. Jluunume Hy»#Ou ce TIpeLieHsBAT TaKa, Ye Jja He IPeK'bCBaT pa-

60THMS IIpoLec.

HapyiaBaHeTo Ha HJKOe OT Te3U IIpaBuIa He IPaBy JOOPO Ipo-
(dbecnoHaTHO BIIeYaT/IeHNe I OMaIOBa>kaBa ChIHOCTTA HAa TBOPYECKIIS
mporiec.

BaskeH MOMEHT TIpeyt KOHLIEPT e U cyeHuuHama mpecka (BbiHe-
HUeTo). BuHaru ¢pM MucIuI 3a To3u mpobnaeM, U3NM3ANKM Ha CLeHa.
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A3 CbM OT MY3MKaHTITE, KOUTO Ce BBIHYBAT Y IIPUTECHABAT [IPEV 13-
I'b/IHEHME TIpefi TyO/InKa, 3a10TO TaM OTTOBOPHOCTHUTE Ca HO-pas3iny-
HU OT Te3M B PeHeTULIMOHHMS mpolec. VI3BeCTHO e, 4e 1MMame IpaBo
caMo Ha euH ,,u3CTpen  (T.e. CaMO Ha e[HO U3CBUPBAHE) U JKeTAHUETO
€ BMHATY TOBA, KOETO € M3pabOTEeHO Ha peleTuIs, ia e CIy4u U Ha
KOHIlepTa. Koraro cBeTHaT IpOXXEKTOPUTE, a B 3aj1aTa MyO/IMKATa € 3a-
THMHEHA, eMOLIVIOHATHO ¥ IICUXOIOTMYEeCKN HellaTa ce ImpoMeHsT. He
MOra Jia Ipuema, e MMa Xopa, MY3UKaHTH, KOJIEr, KOUTO He IPeXN-
BSIBAT M3/IM3aHETO HA CIIEHA ¥ IO MPUEMaT KaTO Helll0 ChBCeM OOMKHO-
BEeHO. APTHCTBT TPsIOBa a 6'b/le eMOLMOHA/IEH, 3a1I0TO MY3VKaTa HOCH
IyLIEBHO MOCTIaHe, KOETO Ce IpefjaBa upe3 YYBCTBUTETHOCTTA HA 13-
I'B/IHUTENNTE KbM IyOnukara. [Iy6n1aHOTO M3)XMBSIBaHE Ha eMOLU-
UTEe U BBIHEHNETO Te MPABMU MO-YeCTeH 1 OTKPOBEH KbM MY3MKaTa I
ny6nukara. Ille ce omuTam fa faM ImpuMep: TOBa e CsKAIll OTMBAII Ha
omeparus B ie4e6HO 3aBefieHNe — HAIIPEXKEHNETO € OTPOMHO. Bprpekn
HATPYIIaHMsI HEMa/T'bK ONMUT Ipely U3/M3aHe Ha KOHIEPT MPOIBKa-
BaM Jia ce BBIHYBaM, Jia MUC/A, ja ObAa eMoLnoHateH. ToBa, KoeTo Mu
moMara Jia ce CIIpaBsi 1 fia 3alassi eHeprusTa cu, e mpakTukara. [Toma-
ra MI CBIIO ¥ TOBA, Ye KOraTO CbM JOIYCKasI TPELIKY, Ce CTapas Ipu
CIeBAI0 MU M3/IM3aHe Ha CIieHa Jja ce pebopst ¢ Tsx. Hsamam Hiakak-
BUL IPYTY PUTYaIU WIU MOTTUTBU. 3a0e/isi3al CbM, 4e MY3UKAHTHUTE, KO-
raro ca B IPMMbOPHITE WM GEKCTElIKa, MHOTO TOBOPSIT IIOMEXAY CI,
pasKkasBar BUIIOBe, 3abaB/IsABaT Ce Mpeny u3nusaHe Ha creHa. Cnopep
MeH TaKa ce IyOou OT KOHLEHTPALUATA, OT eHeprusTa, KOATO MOCTe TI
Tpsi6Ba 3a my6Onukara. 3aToBa B MOCTENHITE TOUHN THPCSA HAYMH [Ja
Ce OTK'BCHA OT KOMIIAHUATA U Jla HaMepsl MSACTO 32 Ye[VHeHue U [ ce
OTIIyCHa, Aa ¢y no4ynHa. [1o To3u HaunH cpxpaHsaBaM ¢okyca cu. Tosa
pabotu 3a MeH. Bug meguranus.

Jo6pa mpest oMol B perneTUIMOHHNS HpoIieC 1 3a padoTa-
Ta BKBIIM € Jja Ce 3aliCBaT peneTniuu. My3uKaHTbT, paboTelKn 1 y
JIoMa, CBIIIO /1A Ce 3aIcBa (He3aBUCHMO Ha KAaKBO, MOXKe 1 Ha Tete(OoH).
ToBa momara fa cMe CIyLIaTeNu Ha CBOETO M3II'bIHeHMe. [la BUAMM
/I BBPBUM B IIPAaBM/THATA TIOCOKA IIPU SKMBOTO U3II'BTHEHME B pelle-
TULMOHHMS TIporiec. TaM MUCBITA U CIyXBT PabOTAT IO APYT HAYMH
u ca pokycupann Hap gpyro. C MHOTO KO/IETM CMeé KOMEHTHPAIU TO3K
HauMH Ha pabora. Taka cMe OTKpMBanyu Ipeliky U e XybaBa IpaKTu-
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Ka. [IpenoppuBaM Ha MyIafuTe Ja s MpaBAT NOCTOsiHHO. Hait-no6poTo
CPeACTBO 3a KOHTPOJI Ha eTala Ha IIOATOTOBKATa Ha BCEKIL.
HesepbanHaTa KOMYHMKAL[MA Ha CIEHA € HEIO0 CTPOrO MH/UBM-
JLya/IHO ¥ BCeKJ YOBEK MMa CBOJT HA4MH fja IPeAN3BIKa BHUMAHIETO Ha
konerata cu. Hait-pa6oren e nornenst. Korato mapTHbopuTe Ha CIieHa
Ca C TO/IAM OIINT, IBJITO Ca CBUPWIIN 3a€fHO, CAMO €JVH IIOITIef] TOMEX-
Iy MM HOKa3Ba KOV KaKBO JICKA Jla HAIIPaBM U KaKBo cefBa. Kumane-
TO C IIaBa, IOITIEA’BT Ca CbBCEM HOPMATHM YOBEIIKM >KECTOBE, KOUTO
[OMarar Ha CIleHaTa 3a O'bp3a KOOpAVHALVS 1 HeBepOaTHa KOMyHUKa-
nysa. CMATaM, 4e B J)Kasa, Kb/IeTO MPUHIIUITHO Ce M3II'bIHABA My3MKa
HaM3ycT, He e Xy0aBO BCeKU J1a e 3a6071 271aéa CaMO B MHCTPYMeEHTa CH,
a fa 6'bjie TOTOB 3a IOTEHL[MATHUTE HeBepOaIHM CUTHAIN OT KOJIETUTe
cu. Kakro orbens3Ba aBcTpanuitcKuAT MysuKaeH rcuxonor Davidson
[2012], M3mrbIHeHNATA BK/IIOYBAT MOIJIEAN, KOUTO CITYXKaT 3a KOOPAM-
HYpaHe Ha BIM3aHNATA, U3IN3AHNATA U MY3UKaTHNUTE e(eKTH, KaTo 110
TO3J HAYVH HeBepOaTHaTa KOMYHMKALMS Ce BB ChIECTBEH e/IEMEHT
OT aHcaM6/10BOTO B3auMoyeiicTBIe. Ollje eVH aCleKT OT PereTULINOH-
HJA U KOHIIEPTHUA MOJUYM e M3pakeHueTo Ha nuiero. Habmogapan
CBM MHOT'O KOJIETH, KOMTO Ca HAMP'bII[eH! 110 BpeMe Ha CBUPEHe — BITTb-
OeH B TeHMa/THITE CU U3II'bIHeHNs1. ToBa ce 3abensi3Ba OT MyO/IMKaTa u
He TpaBy 0Opo BrieyaTieHne. CIIOKOTHOTO JINIIE U TS/I0, yCMUBKATA...
BCMYKO IOCTUTA JI0 ITy6/IMKaTa U HOACKa3Ba My3MKaTHUS MOMEHT.
Ba)keH MOMeHT, KOJMTO TpsiOBa Jja ce CIy4M IO BpeMe Ha perle-
TULMATA Y KOTaTO € 0OXBaHAT ¥ sICEH MY3UKATHMs MaTepuall, e MOf-
XOfIAIIIaTa HAllpaBa Ha pefia Ha VM3II'bIHEHUATA (IOCIeOBaTETHOCTTA
Ha Tmporpamara). ToBa MIIOCTpUpa 1 Tpafupa Leans KOHLEPT — efHa
HeBuznMma rpaduka. Koraro ¢pM 611 Ha clieHa, Hail-eeKTHO e Ja ce
3al04YHe ¢ Helo 6paBypHO, yAapHO, mo-npunospurHaro. Cren Tperta-
Ta-4eTBBPTA IMeca Jja MMa JIeK CIaJl HaJoly B eMOLMATA, TOECT KbM
6amagyyHa nmyeca (My6mmKara ChIIO MMa HY)X/ja OT JIeKa ITIO4YMBKa CIIef]
IpUIOBANUIHATATa My3suKa). IIpu nacBupBaHeTo Ha Ganmafa mm mueca
B II0-YMePEHO TeMIIO IyO/nmKaTa ce oTiycka. V ThKMO Korato my6mm-
KaTa ce e OTIIyCHasa, € Xy0aBo Jja aHTa)KupaMe OTHOBO BHIMAaHIETO M
Ype3 KOHTPACcTHA Ieca OT IPOrpaMara — TEMIIOBO, PUTMUYECKY, -
HamuuHo. Tasu noppenba pabotu Hait-nobpe. Pasbupa ce, mpu umeun u
Ipe//IOKeHN OT KOJIETMTe 3a pa3MsHa Ha MecTaTa Ha HIAKOM IMecH, a3
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ce cprimacsiBaM. CMsATaM, Ue e pefiHo, i ce JoBepsABaM Ha IIpelleHKaTa Ha
KOJIETHTE CI.

MHoro bt ce cy4YBar TpellKM M Ha cueHaTa. Hama upeanen
KOHILIEpPT B TO3Y CMUCH Ha fiymara. Ho nedexTsT Tpsa6Ba a ce IpeBbp-
He B epeKT (KOraTo e Bb3MOXHO). VIMa MHOTO TakuBa uHyudenmu. Toa
He 01Ba JIa ce IIpyieMa KaTo Helljo HeraTVBHO. Ba)kHO e My3MKaHTUTe fja
U3/IA3aT OT CUTyalATa IO Bb3MOXKHO HAl-0OPVA HAUMH U C YCMUBKA
Ha juie. Yecto mybnmkara nopu He pasbupa. Hukora cmen KOHIEPT ¢
KOJIETUTE He cMe cU mpaBuu 3abenexkn. Komkoro nosede ce penerupa
U ce paboTy M3BBH CLIEHATA, TO Te3U IIPOOIeMI He Ce CTy4Bar.

B sakmiodeHue e IpefIo>Ka HAKOM CTpaTeruy M UAEN 3a perle-
TUpaHe — MHOTO IIOJIe3HN He caMo 3a JI>Ka3 MY3MKAaHTa, a M300110 3a
MY3MKaHTUTE B KOITO U Jja € KaHP.

1. 3a KkakBoO peneTupam?

- 3anopobpsBaHe HAa TEXHMYECKVUTE CU YMEHMSL.
- 3a uspaboTBaHe Ha OIpeJie/IeHO IPON3BeeHIe OT IIporpa-
MaTa (mn pparMeHT).
- 3afa oTKpuA CrenUKITe Ha JafieH My3MKajleH CTHUIL.
- 3amrppraBMHA.
- 3a u3ApPBKIUBOCT.
- 3anopobpsaBaHe Ha YeTEHETO IIpMMa BUCTA.
- 3aIOArOTOBKA 32 [jafieHa CLIeHNYHA 135Ba.
- 3a penaxkcupase.
- 3a3abaBeHne.
2. IlopgroToBKa 3a peneTunus
- IlogroTBsiHe Ha HOTHUA MaTepuasl, Ha MY3MKa/IHUA MHCTPY-
MEHT, Ha 3ByKO3aIl/ca.
- AKo Ipou3BefieHNeTO He € aBTOPCKO, MOXKe fIa Cé IOTBPCAT
[pYTY U3II'BTHEHNA 33 CPaBHEHNe, YepIieHe Ha MHOPMAL U
U aHAJIuU3.
3. PascBupBane
- Tamn, apriexxy, TeXHMYECKHM YIIpakKHEHUA.
- JI'bnry ToHOBe (32 LYXOBUTE MHCTPYMEHTH).
4. ®oKycupaHO BHUMAaHMe BbPXY PeleTUIMIOHHNS IIPoLiec
- 3abaBsiHe Ha TEMIIOTO B TPYHAHM MACaXKV U HOCTEIEHHO 3a-
Obp3BaHe Iy MOAXOALIATA N3PAOOTKA.
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- JIspaborBaHe Ha Hail-TPYAHUTE MeCTa OT IIPOM3BEACHMATA.
5. 3anucBaHe
- 3ammcBaHe B JJOMAIIHM YC/IOBMUs, OKATO Ce CBUPM, C Iie
aHaJIM3 CJIef] TOBA.
- Ila ce 3abeme>xyt Koe cTaBa U KOe He OT pabOTHMS IIPOIieC, fa
ce oTbenexn.
6. Vsrpaxgane Ha foOpy HaBULIM 3a paboOTa — IPAKTUYHM, YE00-
HY U TIePCOHA/ISUPAHY, CIPSIMO BPEMETO ¥ MH/IMBUIyaTHATE
HY’K/II Ha BCEKV MY3VKAHT.
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FUGUE INTEGRAL
HA CTEQAH APATOCTUHOB —
MY3UKAAEH QEHOMEH

AHHA BUIEHOBA!

FUGUE INTEGRAL BY STEFAN DRAGOSTINQV —
A MUSICAL PHENOMENON

ANNA VIDENOVA?

Pestome: Fugue Integral 3a nse nuana ot Credan [IparocTuHoB
e Ipou3BeieHNe ChC 3HAYMMO MSICTO B ChbBpeMeHHaTa Obirap-
CKa My3NKaJIHa KyITypa. B Hero ce cpueraBar TpapmuusTra Ha
KaHpa npentod U gyea u CbBpeMeHHY KOMIIO3UIIVIOHHM TeXHNKIL.
HacTosmmsaT TeKCT pasIyiexia MpousBefeHIeTo B KOHTEKCTa Ha
HETOBOTO Ch3JIaBaHe, CTPYKTYpa ¥ CTUIOBU OCOOEHOCTM, KAKTO
Y HIKOM OCHOBHUM AaCIeKTV Ha M3II'BIHUTENICKAaTa IPaKTHKa.
Crera/IHO BHUMaHIe € OT/e/IEHO Ha B3aMMOJIeIICTBIETO MEX/TY
o/ OHNYHATA TPASULIVS U eJIEMEHTI OT OB/IrapCKis My3UKa-
neH QonKIop.

Kmouoeu oymu: Credan [Iparoctunos, Fugue Integral, mpemion
u ¢pyra, CbBpeMeHHA MY3UKa, IMAHO, MHTePIIpeTaIisI

1 Anna BupeHoBa e foKTOpaHT B cBOOOfHA popma Ha obyueHUe B JOKTOPCKA
mporpama ,Mysuka“ Ha HoB 6blrapcku yHUMBEPCUTET, HaydeH PBKOBOUTEL:
npod. Munena Morosa, e-mail: anna.videnova@gmail.com.

2 Anna Videnova is a free-form doctoral student at the PhD program of Music
of the New Bulgarian University, Scientific Supervisor: Prof. Milena Mollova,
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Abstract: Fugue Integral for two pianos by Stefan Dragostinov is
a work of great significance in contemporary Bulgarian musical
culture. The composition combines the established tradition of
the “prelude and fugue” genre with modern compositional tech-
niques. The present study examines the work in the context of its
creation, structure, and stylistic features, as well as some key as-
pects of performance practice. This paper will focus on the inter-
action between polyphonic tradition and elements of Bulgarian
musical folklore, a subject which has hitherto received little atten-
tion from scholars.

Keywords: Stefan Dragostinov, Fugue Integral, prelude and fugue,
contemporary music, piano, interpretation

Fugue Integral 3a ne nnana Ha Credan J[parocTMHOB MOXe Jia
Obfie pasIyleXaHa KaTo 3HA4MMO IIPOV3BEfieHNe B KOHTEKCTa Ha Cb-
BpeMeHHaTa O'blIrapcka Mysuka ot Hadamoro Ha XXI Bek. TBopbara ce
CBBpP3Ba C TPAAMIUATA Ha KOMIIO3UIIVIOHHATa opMa npentod u dyea,
YTBBpJEH B eBpOTIeficKaTa My3uKaiHa pakTuka ot Moxan Cebactuan
bax u pasBUT B O-KbCHM MEPMOAY OT KOMIIO3UTOPM KaTo JImurpuit
[Mocrakosuy u Ilayn XunHgeMut. B 10311 MCTOpMYIECKM KOHTEKCT IIPO-
U3BefieHNeTo Ha [[parocTMHOB MoXe fa 6bje BB3IPUETO KaToO ChbBpe-
MEHEH IIPOYNT Ha YTBbPJieHa )KaHpoBa (opMa, IIpU KOATO TPaJULINOH-
HUTe IPUHIUIIN ca IPEOCMIUCTIEHN Ipe3 CPefCcTBaTa Ha CbBPEeMEHHUS
MY3MKaJ/eH e3UK.

Ocobenoct Ha Fugue Integral e cTpeMe>XXbT KbM CbyeTaBaHe Ha
pasIMYHM CTWIOBM M KYITYpHM ITacTOoBe. B TBOpOaTa ce OTKpuBaT
KaKTO €lleMEeHTH, CBbP3aHM ¢ NONMNPOHNYHOTO MUC/IEHe U )KaHPOBUTE
MOJIe/I Ha eBpoIIelicKaTa TPAAWIIA, TaKa U IPOsABIeHNA Ha CbBPEMeH-
HY KOMIIO3ML[VIOHHM TeXHUKU U BIMAHUA OT OBIrapckus (ONKIIop.
Ta3y MHOTrOIJIACTOBOCT Ch3fAaBa IPEANOCTABKY 3a IO-IIMPOK MHTep-
IpeTal[IOHEeH XOPU3OHT, B KOJTO NPOM3BEIEHNETO MOXe Jja O'bjie pas-
I7IeXX/IaHO KaKTO B HAI[MOHAJIEH, TaKa U B MEXX/TyHapOJIeH KOHTEKCT.

B cpioro Bpeme nsbopsT Ha popmara npentod u ¢yea He e Cyda-
eH. Toil npepnonara guanor ¢ MysyKaaHaTa TpafiuLiAA U NIOCTaBs Ipo-
U3BEJIeHNEeTO B ejHa ['b/ITa ICTOPIYeCKa IMHNA, CBbp3aHa C Pa3BUTUETO
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Ha nnoymmonumsTa. B Tosu ecmucsn Fugue Integral Moxke na 6bjie Bb3IpH-
eTa KaTo 4acT OT ChBPEMEHHNTE TBPCEHMsI, HACOYEHN K'bM IIPEOCMIIC-
JIsTHE Ha K/TACUYeCKITE )KaHPOBe Ype3 HOBM KOMITO3UI[IOHHY TI0OXBATIL.

Llenta Ha HACTOSLIMS TEKCT € [jd HPENCTaBM IIPOM3BENEHNETO
9pe3 HErOBVSI MICTOPMYECKN KOHTEKCT, CTPYKTYpa I C OITIef Ha 0cobe-
HOCTHUTE IIPU U3II'bIHEHME, KAKTO U 1a OYepTae HIKOM OT OCHOBHITE
XapaKTepUCTUKY Ha aBTOPCKY mopxoy,. CrierjyaHo BHUMaHMeE Ce OT-
Jie/isl Ha B3aMMOJIEVICTBIETO MEXY TPAAMUI[Us ¥ HOBATOPCTBO, KAKTO I
Ha POJISATA Ha M3I'BIHUTEICKNS (AKTOP NIPU peannsupaHeTo Ha MY3U-
KaJTHVS TEKCT.

Hacrosimjata cratus HsAMa HpeTeHIMNM 32 U34YepIaTelleH MY3u-
Ka/IHOTeOpeTHYeH aHa/Iu3, a MpeficTaBsi 0000LIeH UM KOHTEKCTyajleH
npount Ha Fugue Integral, ocHOBaH Ha pa3paboTeH [UCepPTAL[IOHEH
TPY/, TOCBETEH HA IIPOM3BEJEHNETO, KOIITO MPEeACTON fia O'bjie 3aly-
TeH. OCHOBHUSAT CTPEMeX e HaCOYeH KbM U3BEX/aHe Ha KIFOUYOBY Ha-
COKM 3a pasbupaHe Ha KOMIIO3MIMATA, KATO Ce aKLEHTUPA BBPXY Cb-
I[eCTBEHNTE CTPYKTYPHI, CTU/IOBY Vi M3II'B/IHUTE/ICKY aCIIEKTH. B To31
CMUCBHIT TEKCTBT IIpeJIara CTPyKTypUpaH IOITIe] BbPXY pasriex/jaHa-
Ta Ipo6IeMaTIKa 1 O4epTaBa Bb3MOKHOCTH 3a [10-HATATBIIHI N3CTIE]-
BaHMSI KAKTO B 00/IACTTA Ha MY3MKOJIOTHATA, TaKa U B IIPAKTUKATA Ha
UBI'BTHUTENICKOTO U3KYCTBO.

B tBOpuecTBOTO Ha Credan [paroctunHoB Fugue Integral 3aema
0c06eHO MSICTO KaTo IpOM3BefieHNe, B KOeTo ce 06001aBar 1 CuHTe-
3MpaT peauija HErOBU IBATOTOAUIIHM KOMIO3UIIMOHHM TBHPCEHUS.
Ouze ot 80-Te ropgyuy Ha XX BeK KOMIIO3UTOP'BT HACOYBA BHUMAaHUETO
CM KBM IIpo6IeMNTe Ha MY3MKaJTHOTO BpeMe, KaTo pa3paboTBa upeu,
CBBP3aHM C HerOBaTa MHOTOIUIACTOBOCT U C Bb3MO)XXHOCTHUTE 33 €IHO-
BpPEMEHHO IIPOTMYaHe Ha PAa3/INIHY TEMIIOBU VI PUTMUYHM IIPOLIECIL.

Tesu TppceHMs1 HaMUPaT U3pa3 B PefKlia HETOBU POU3BEEHM S
U Ce CBBP3BAT C KOHLEIINUATA 3a T.HAP. KOHMPOAUPAHA NOAUMeMNUsS.

3 Metonst ,KonTponupana monureMnus e OpUrvHaIeH KOMIIO3ULVIOHEH U
AUPUTEHTCKU METOJ, B ChBpeMeHHaTa My3lKa, pa3paboTeH U BbBefeH OT O'b/I-
rapckus xkommnosutop Credan [IparoctuHoB. Toll IpefcTaBIABa ecTeCTBEHA
TBOPYECKO-TEXHOJIOTMYHA €BOJIIOLVA Ha IIOUTeMINATA (eJHOBPEMEHHOTO
3BydYeHe Ha HSKOJIKO PasIMYHU TeMIId), KATO OCHOBHATA Pas/MKa e, 4e Ipu
KOHTPO/IMpaHaTa MOIMTEMIINA Te3U I/TACTOBE Ce yNpaBIABaT TOYHO.
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Ta npepmonara CbBMECTHOTO CBIIECTBYBaHe Ha PAsIMYHU TEMIIOBU
IJIACTOBE, OPTaHM3MPaHM 110 HAYMH, KOJTO 3amasBa BbTpeIIHaTa JIOT Y-
Ka I IIS/I0CT Ha My3uKanHata popma. Bee Fugue Integral momoben tum
MIJCTIeHe ce MPOsBsABA KAKTO B OPraHM3ALVATA HAa MY3MKa/IHMS Mare-
pma, Taka M B M3TPaKIaHeTO Ha IANOCTHATA 3BYKOBA CTPYKTYpa, IpK
KOATO PasIMYHNUTE eleMeHTU (PyHKIMOHUPAT B ChCTOSAHME Ha JIMHa-
MJYHO paBHOBeCHE.

B TO3M KOHTEKCT NpOM3BefieHNeTO MOXe fia O'bjie PasIIeKjaHo
KaToO pe3y/lTaT OT IOCTENeHHOTO PasBUTIE HAa KOMIIO3UTOPCKMUA €3UK
Ha [IparoctiHoB. HabmogaBa ce cTpeMeXx KbM CHHTe3 MEX[Y CTPYK-
TypHa SICHOTa M 3BYKOBa KOMIUIEKCHOCT, IIPY KOJITO OTHETHUTE IIIa-
CTOBE He Ce IIPOTMBOIIOCTABAT, @ Ce JOII'bIBAT B PaMKNTE Ha eIMHHA
XyZI0’KeCTBEHa KOHIeNIyA. To3M IOAX0f MO3BO/MABA Ch3/JlaBaHETO Ha
My3UKajTHa CpeJia, XapaKTepyu3upama ce ¢ BbTPElIHa HOABIDKHOCT U
MHOTOIIOCOYHOCT Ha Pa3BUTHETO.

B pasummpena KyaTypHa NepcIeKTMBa CTMIBT Ha JparocTMHOB
9ecTo ce pasIvIeXk/ia KaTo ChueTaBall] e/IeMeHTH OT O'brapcKaTa Mysu-
KaJTHa TPAIUIINA U ChbBPEMEHHY KOMIIO3MIIMOHHY TeXHUKM. Tasy cuH-
Te3Mpallja HACOYEHOCT He Ce U3Pas3ABa B IIPAKO IIUTHPAHE, A I0-CKOPO B

OCHOBHYTE XapaKTEePUCTUKY Ha METOJA Ca:

» KOHTpamyHKT Ha My3MKaJHOTO BpeMe: METOLBT Ce OCHOBABa Ha Ch3fjaBa-
HETO Ha ,,CUMY/ITaHHU BpeMeBU IIACTOBE", KBAETO Pa3/NIHITE TPYIIN UH-
CTPYMEHTH VIV IJIACOBE Ce [BIDKAT C Pas/IMYHO TEMIIO eJHOBPEMEHHO.

e Csetodop (rpaduueH cuMBOI): 32 TOYHOTO U3ITBIHEHNE HA Te3U CTIOXKHU
BpeMeBU CTPYKTYpu [l parocTvHOB U3II0/13Ba CIeLMaIHa arlapaTypa 1 BU3y-
amHy 3Hauy, Hapevenn ,,Cemadop“ (cBeTIMHEH TeMITOB MHAMKATOP). ToBa
[T03BOJISIBA Ha AMPUTEHTA [ja KOHTPOJIMPA B PEAIHO BpeMe HIKOJIKO pasiny-
HII TeMIIa.

o Crenuduka 1 oTIMIUTENHY Oere3N: KOHTPOIMPAHATA IIONMTEMIINS Cce pas-
JMYaBa OT TPAAVUIMOHHATA ITONIMTEMIINS Ype3 TEXHOTIOIMATA Ha CYHXPOHN-
3aI[ys, KOSITO IIPeBPbIIa Xaoca OT pas/IMYHY TeMITA B OpPraHMU3MpaHa 3BYKO-
Ba CTPYKTypa.

o KOMIO3KIIOHHO CTBIIOTBOPEHIE: METOBT Y€CTO Ce CBBP3Ba C IIPeCh3-
[laBaHETO Ha CBOEOOPA3HO CTHIINOTBOPEHME OT 3BYILY, LIYMOBE ¥ BUKOBE,
KOETO € eCTETHYECKY U TEXHUIECKI MeTOf 32 KOMIIO3UpaHe.

HakpaTko, KOHTpO/IMpaHaTa IMOMUTEMIINsI € HAaulMH 3a yIpaBieHue Ha KOM-

IUIEKCHY, MHOTOTEMIIOBY MY3MKAIHM TEKCTYPU Upe3 TOYHO FUPIDKUPaHe U

CBET/IMHHA CUTHAIM3ALNA.

(Credan [IparocTHOB — 110 fUCEPTALN)
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TBOPYECKO IIPEOCMMUC/IAHE HAa XapaKTepHY MHTOHALMIOHHY, PUTMUYHY
¥ J1aJIOBY 0COOEHOCTH, KOUTO Ce BIMCBAT B ChbBPEeMEHHa 3BYKOBa Cpefia.

[Togo6HO cbueTaHMe Cb3flaBa IPEANIOCTABKU 33 U3TPA>KHAAHETO
Ha FICHO Pa3llO3HaBaeM aBTOPCKM IOYEPK, OT/IMYaBall cé C MHOTOI/Ia-
CTOBOCT, I'bBKaBOCT Ha My3MKa/IHaTa MUCHII I pa3HOOOpasie Ha 3ByKO-
BUTe pemieHus. B Tosu cvucwn Fugue Integral moxxe ma 6bie Bb3IIple-
Ta He CaMO KaTO KOHKPeTHO IIPOU3BeJieHIIe, HO 1 KaTo 00001ieHe Ha
oIpefielieH eTall OT TBOPYECKOTO PasBUTNE HAa KOMIIO3UTOpPA, B KOWTO
ce IIpecnd4aT TpaguLs, MHAVBUAYaIeH CTUI I ChBpEeMEeHHY KOMIIO3M-
LVIOHHM TeHJIeHLINN.

Fugue Integral e TACHO CBBp3aHa C JBATOTOAUIIHOTO TBOPYECKO
CBTPYAHMYECTBO Mexy kommosnuropa CredaH [parocTuHOB 1 nma-
HucTKaTa Munena Monnosa. ToBa B3auMofielicTBIe ce XapaKTepusupa
C BUCOKa CTelleH Ha B3aMIMHO JIOBEpHE U CIOfIE/IEHO XYT0KECTBEHO M-
C/IeHe, KOeTO M3/M3a M3BbH PAMKNUTE Ha TpafinLIMOHHATa POJid Ha U3-
I'BIHUTEIIS KaTO MHTEPIIPeTaTOp Ha Bede 3aBbpIlIeH MY3MKa/leH TeKCT.
B T03u ciry4ait Moxke [ia ce TOBOPY 3a IIPOLieC Ha B'bXHOBEHa Komabopa-
LA, IPY KOWTO U3II'BIHUTECKMUAT OIUT Y €CTeTMYECKUTE HaI/Iac Ha
Mmnena MostoBa OKasBar ChIeCTBEHO BIMSAHNE BBPXY OPOPMIHETO
Ha IMaHUCTNYHATa paKTypa, 3ByKoBUs OanaHC 1 00I1aTa KOHIENTyal-
Ha Har/aca Ha IIPOM3BeIeHNETO.

HeltHMAT IBATOrOAMINeH CLIEHMYeH OIUT U 3afbI00YeHO IIo-
3HaBaHe Ha K/IAaBUPHUA peIepToap Cb3[aBaT MpPEANOCTaBKM 3a
0OpMAHETO Ha My3MKaJIeH TeKCT, KOWTO € eJHOBPEMEHHO C/IOKEH I
U3ITBTHUM, ChY€TaBall] BUCOKA CTElleH Ha TEXHMYECKa B3UCKATETHOCT
C ACHO OCB3HATa 3BYKOBa mpies. B tosm cmucwn Fugue Integral moxe
fia 6bjie BB3IpUEMaHa KaTO Pe3y/ITaT OT TBOPYECKM [UAJIOL, B KOWTO
TpaHUIUTe MEXJy KOMIIO3UTOPCKO HaMepeHue I WU3II'BIHUTENICKA
peanusanus ca CUIHO B3aMMOIIPOHMKBAIIN Ce.

[IpemuepHOTO MSI'BIHEHME HA LENMA LUKDBA € OCHUIECTBEHO
npe3 2006 r. or Munena Monnosa u MuneHna Jlasaposa. ITo-pano ort-
JIe/THU YaCTH OT NIPOM3BEIEHNeTO ca OVIM MpefCTaBAHU B pAMKNUTE Ha
6brapo-mBeiiapcku MysukaneH ¢ecrusan B bepn or Munena Morn-
nosa u Epuka Pagemaxep. Tesu noetanuy nsIrbIHeHN: JONPUHACAT 3a
IIOCTENIeHHOTO YTBBpK/JjaBaHe Ha LMKDBJIA ¥ 32 HETOBOTO OCMUC/ISHE
KaKTO OT CTpaHa Ha M3I'BIHUTE/INTE, TaKa I OT CTPaHa Ha ITyO/1IuKara.
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Tosu mporec Moxxe fja ce pasIIeXKfia KaTo ChILIECTBEH €Tall OT ,)KIBOTa”
Ha IIPOM3BeJIeHNETO, B KOITO ce (opMIpa HeroBaTa I'bpBOHAYA/THA MH-
TepIpeTaliOHHA TPAVIINA.

HabnropeHnsTa BbpXy USI'BTHUTE/ICKATA IIPAKTUKA ITOKa3BaT, 4e
Fugue Integral moctaBsi BUCOKM M3VICKBaHM Olile IIPU I'bPBOHAYATHUA
fiocer ¢ maprutypara. ToBa ce I'b/KY Ha criennpyUyHaTa OpraHM3aLusa
Ha MY3MKa/IHV MaTepuas ¥ Ha HeOOXO/[MMOCTTa OT Ipeliy3Ha KOOPAU-
HaluA MeXJY iBaMaTa U3II'bTHUTeNN. ChlleCTBEH MOMEHT €, Ye IBeTe
K/IaBYPHY HapTVUM PYHKIMOHMPAT KaTO paBHOIIOCTABEHM, KOCTO U3NC-
KBa M3TPak/IaHETO Ha eV HHA MHTEepIIpeTal[MIOHHA CTPaTerys ¥ BUCOKA
CTeIleH Ha aHCaMO0/I0Ba YYBCTBUTETHOCT.

JoIrbIHNTETHA CIOKHOCT Ca PUTMUYECKUTE I METPMYHNTE OCO-
6eHOCTV Ha IPOU3BENEHNETO, BK/IIOYMTETHO YeCTUTe IPOMEHN B pas-
Mepa 1 Temnoro. ToBa Hajlara He caMoO BYCOKO HMBO Ha K/IaBMpPHA HOJ-
TOTOBKA, HO ¥ Pa3BUTO YyBCTBO 3a BBTPELIeH IIyJIC, CTAOVIHOCT M I'bB-
KaBOCT B IIpoIleca Ha CbBMECTHO My3uljupase. B To3u cMMCHI U3IbI-
HEHJeTO Ha IIPOU3BeIeHNETO MOXKe /ja O'bjie pasIieXJaHo KaTo IpoLiec,
KOJITO M3MCKBa He IIPOCTO BB3IPOM3BEX/JaHE HA HOTHUA TEKCT, a aK-
TYBHO U3TPaKJaHe Ha My3JKa/lHaTa GopMa B peasHO BpeMe.

Bcyyky Tesu eneMeHTM ONpeenAT TBopbara KaTo 3HAYMTETHO
Ipe3BUKATENCTBO 3a M3II'B/IHATE/INTE Y KATO Bb3MOKHOCT 33 peasin-
3UpaHe Ha BUCOKO XY/I0)KeCTBEHO HIBO Ha aHCAaMOJIOBO MY3UIIMPAHe.

KaxTo Beue craHa usBecTHO, Fugue Integral mpencTapisaBa UKbBI
OT cefieM IIpemofia U GyTy, KOUTO M3rPakAarT Ls/IOCTHA JpaMaTyprud-
Ha JIMHMA Y MOTAT a 6bIaT Bb3IPYEeMaHy KaKTO KaTO CAMOCTOATETHN
eVHUIY, TaKa ¥ KaTO YacTU OT eAMHHA XY[OXXeCTBEHA KOHIICIIIVA.
Bcska Boiika npesion u ¢yra uMa coOCTBEH XapaKTep, U3PasHU Cpef-
CTBa U BBTPeEIIHA JIOTVKA Ha pa3BUTHe, HO CBIeBPEMEHHO € OPTaHNYHO
BIIJCaHA B O0IIaTa CTPYKTypa Ha LMKBIA. Tasy ABYIIOCOYHOCT MEXAY
CaMOCTOATENTHOCT M LIAJIOCTHOCT € ChIeCTBEHa 0COOEHOCT Ha KOMIIO-
3MLIVIOHHMA 3aMUCDIL

[Togpen6aTa Ha OTHETHMTE YaCTM Ch3[aBa yCelaHe 3a IIOCIe-
[OBaTe/THO pasI'bBaHe HA My3MKa/THATA Mjes], IPU KOEeTO ce M3TpaK/a
cBoeoOpasHa jpaMaTyprus Ha KOHTPACcTUTe U Ipexopure. B pamku-
Te Ha LMKDBJIA Ce pefyBaT pas/INyHM TUIIOBE MY3MKAa/JIHO MUCIEHE, OT
I0-Cb3€PLATETHN ¥ CTATUYHY CHCTOSHIA N0 AVHAMUYIHY Y €eHEePTUITHO
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HACUTEHU pasfeny, KOeTo HOIPUHACS 3a Pa3HOOOpas3neTo Ha 3ByKOBU-
Te 00pasy 1 MOAABP)Ka LSIOCTHOTO HAaIIpeXXeHne Ha hopmaTa.

B chIj0TO Bpeme 3araBusTa Ha OTETHUTE YaCTH HACOYBAT K'BM
pasHOOOpasHy KyITYpHM M CTWUJIOBM IPENpaTKy OT BU3aHTUIICKATa
TpaiuLMs O CbBPEMEHHM MY3UKanHu uaen. Te QyHKIMOHMpAT KaTo
CBOeOOpasHM OPMEHTHPH 32 Bb3IpUeMaHe Ha My3UKATHUS TEKCT, KaTo
OTBapsIT BB3MOXKHOCTU 3a MHTEpIIpeTalysi U3BBH YMCTOTO 3BYKOBO
HUBO. B CBHIOTO Bpeme Te3u HaMMEHOBAHMs (3ar/IaBusl) He Hajarar
€THO3HAYHO MPOTPAMHO CBHIbPXKAHIE, & MO0-CKOPO Ch3[AaBaT acolua-
TVBHO I107I€, B KOETO CIYLIATE/ISAT M MSI'BIHUTESAT MOTAT Ia M3TPASsAT
COOCTBEH IIPOYNT.

Hapep ¢ enneMeHTHTE OT Pa3IN4HU CTUIOBYU U KYATYPHU Tpaju-
UM B IPOV3BEJEHNETO Ce OTKPMBAT U APYTU IUIACTOBE, CBBP3aHMU C
ObIrapcKus MysukajeH (ONKIOp, KOUTO ce IMPOsBIBAT IIPEAY BCUYKO
Ha HJMBOTO Ha PUTMMKATa, MHTOHALVITA 1 3BYKOBAaTa OpraHM3aLiVisL.
Te3u eleMeHTM He Ca IPECTABEHN KaTO JUPEKTHY LUTATH, & CA MHTe-
TPUpaHN B ChbBPeMeHEH KOMIIO3MIIOHEH KOHTEKCT, KOeTO II03BO/ISIBA
TSIXHOTO IpeocMucisiHe 1 Tpancopmupane. ITo To31 HauMH ce Ch3fa-
Ba BP'b3Ka MEX/Y TPAULIMATA U ChBPEMEHHOCTTA, 6€3 [a ce HapyIIaBa
CTMJIOBOTO €JHCTBO Ha [IPOV3BEEHIETO.

Tasu MHoromaacToBocT nosBonssa Fugue Integral na 6bae Bb3-
IpyeMaHa KaTo CHHTE3 MEX[Y PasINIHU MICTOPUYECKN ¥ KY/ITYPHU
e/leMeHTI. B paMKuTe Ha eVH [S/IOCTEH KOMITO3UI[MOHEH 3aMUCHIT Ce
CpellaT ¥ B3aMMOJENICTBAT PA3/IMYHIU eIOXM, CTUIOBE U MY3VKaTHM
CHCTeMU, KOETO MpHaBa Ha POU3BELEHNETO MIMPOTA HA XYHLOXKeCTBe-
HUSI XOPU3OHT U IO MOCTABs B MO-00IINSI KOHTEKCT Ha ChbBPEMEHHITE
TEHAEHLV B MY3UKATHOTO U3KYCTBO.

Kakro craHa sicHo, 3a Credan [IparocTmHOB 0cobeH MHTepec
IpefICTaB/IsIBa BKIIOYBAHETO HA €leMEHTU OT ObArapckara HapojiHa
MY3HKa, KOUTO 3aeMaT CBIIECTBEHO MSCTO B 3BYKOBVSI 1 KOHI[EIITYa/IeH
cBST Ha TBOpOaTa. [Ipumep 3a TOBa e M3IIOI3BAHETO HA MOTHBH, CBBP-
3aHU C TeceHTa ,[lunmano [Innbepo®, egHa OT Haii-pas3no3HaBaeMUTe
MeJIonuu B 3amajHOOBATapckara (UIonckara) QONKIOpHa TPaguLusL.
HeitHOTO IpUCHCTBIE B KOMIIO3UL[MATA MOXKeE fia O'bjie PasIIeXIaHO He
CaMo KaTo TeMaTMYHA IIPErpaTKa, HO ¥ KaTO HOCUTeN Ha crennpuyHa
MHTOHAIIMOHHA U PUTMUYHA JIOTHKA, XapaKTepHa 3a O'b/IrapCKus My3u-
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KajleH QOK/IOpEH e3VK.

BxrouBaHeTO Ha TMOAOOEH MaTepuan He Ce OCBIIeCTBABA 4Upe3
AVPEKTHO LMTMPaHe B TPANULIMOHHUS CMUCHI, a 4Ype3 HErOBOTO
npeoOpasyBaHe U BIJMCBaHE B ChbBPeMEHHA KOMIIO3UIIVIOHHA eCTeTHKA.
Taka GONKIOPHMAT M3TOYHNK Ce IPEBPBIIA B OCHOBA 32 M3TPAKJaHe
Ha HOBY MY3VKa/IHU CTPYKTYPH, IIPY KOUTO II'bPBOHAYATHUAT 00pas e
eTHOBPeMEeHHO pa3lo3HaBaeM 1 TpaHchopMupaH. To3u mpolec Ha MH-
Terpauys Mperoaara akTMBHO B3aMMOJEVICTBIE MEX/Y TPayIIIOH-
HOTO ¥ MOJIEPHOTO, IIPY KOETO Ce Chb37laBa HOBAa MY3MKa/THa MaTepus.

BwB Fugue Integral Tunu4nuTe 3a 6BArapcKaTa HapoJgHA My3MKa
HEepaBHOJE/MHY pasMepu M CrelyPUYIHNTe PUTMUYHU MOV CBHIIO
UTPasT BaKHA PO/ B KOMIIO3MILIMOHHATA OpraHm3anus. Te gompuHa-
CAT 32 M3TPAXKIAHETO Ha AVHAMUYHA U 4eCTO acUMeTPUYHA METpPO-
PUTMUYHA Cpefia, KOATO M3MCKBA IOBMIIEHA MPEIU3HOCT KAKTO IIpY
Cb3JjaBaHETO, TaKa ¥ IIPY M3II'BIHEHNETO Ha My3MKa/IHUA TeKCT. B To3n
KOHTEKCT PUTBMBT He € CaMO CTPYKTYPeH €/IeMeHT, a Ce IPeBpbIla B
HOCHTe/T Ha M3Pa3HOCT U eHeprusi, opopMsILy LsTOCTHNS XapakTep Ha
OTZIeJTHITE YacT.

[To TO3M HauMH TPAfULVOHHUAT MaTepuaa HpujobuBa HOBO
3By4YeHe B KOHTEKCTa Ha ChbBPeMeHHaTa MY3MKa, KaTO ChIjeBPEMEHHO
3alasBa Bpb3KaTa CU C KY/ITypHaTa IIaMeT. B pesynrar ce cb3faBa CBO-
eo0paseH AMaIor MEXJY pasMyHU MY3MKaTHU CBETOBE, IIPU KOWTO
($onKIOpPBT He PYHKIMOHNPA KAaTO IeKOPAaT/BEH eleMeHT, a KaTo aKTH-
BeH KOMIIOHEHT Ha KOMIIO3UI[VIOHHOTO MUC/ICHE.

[Tono6en moxxop MoXke ja O'b/ie pasIyieXkKIaH KaTo 4acT OT HO-IIIN-
pokaTa TeHmeHIMA B Mysukara Ha XX m XXI Bek, npu kosaTo om-
KJIOPHNUTE €/IeMEHT! Ce M3IIO/N3BaT KAaTO M3TOYHMK Ha CTPYKTYPHIH,
pUTMUYHM ¥ 3ByKOBU uzien. B Tosu cmucbn Fugue Integral ce Buncsa B
TpaAMLMsI, XapaKTePHa 3a PefuIia aBTOPHU, KOUTO THPCIAT HOBU pOpMu
Ha M3passiBaHe Ype3 IPeOCMUCIsIHE Ha HAL[MOHATHOTO MY3MKa/THO Ha-
CJIefICTBO B IIOJIETO HAa CBBPEMEHHM) CTVWIMCTUYHY ¥ KOHKPETHM MY3H-
Ka/THO-TeXHOJIOTMYHY TBPCEHN.

Oco0eHO LIeHH! B TO3M KOHTEKCT Ca HaO/IofleHNATa Ha AHTeIN-
Ha IleTpoBa, KOSITO B peAniia CBOYM M3C/IENBAHNS PasIieXkfia KOMIIO-
3ULVIOHHNUTE IPUHIVIN B TBOp4ecTBOTO Ha CredaH [IparocTuHOB,
BK/IIOYMTETHO MEUTe 3a My3MKa/THOTO BpeMe, IOINTEeMIINATA 1 B3aM-
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MOJIe/ICTBMETO MEX/Ly Pa3/MyHy 3BYKOBY HUBA. B HeltHM myOnukamum
ce TOAYepTaBa, Ye KOMIO3UTOPDBT pPa3BMBa OPUTMHANIEH MOAXON KbM
OpraHM3alMATa Ha MY3VKAaJTHOTO BpPEME, OCHOBAH Ha CUHTE3 MEXIY
pa3nuYHY KOMIO3UIVOHHY TEXHUKY U KYJITYPHU IJIaCTOBE.

B to3u cmucen Fugue Integral cnepmBa fa 6biie pasriexpiaHa U
KaTo JIOTMYHO NPOABIKeHNe 1 0000111eH1e Ha Te3) ThpceHusA. Makap
IIPOM3BeIeHMETO Jja Ce BIINCBA B TPaULIMATA Ha XaHpa npentod u gyea,
HETroOBaTa CTPYKTYpa HaJXBbp/s UCTOPUYECKU YCTAHOBEHUTE MOJENN
ype3 Hac/larBaHe M B3aMMOJENICTBYE Ha PaslINYHM 3BYKOBM PaBHUINA.
Hanuie e cpuetaBate Ha OMM(OHIIHO MICTIEHE C eJIEMEHTH, IPOUSTH-
Yaly OT CbBPEMEHHNUTE KOMIIO3MLIVOHHY NpakTuky Ha XX 1 XXI Bek.

B ananm3a Ha mojoOHM SIBNEHMS B TBOPYECTBOTO Ha [Iparoctu-
HOB AHrenuHa IleTpoBa ak1leHTMpa BbpXY UfesaTa 32 MHOTOII/IAaCTOBOCT
Ha My3MKa/THaTa ThKaH U 3a pasMIMpeHo pa3bypaHe HA METPOPUTMUY-
HaTa OpraHM3alNs, IIpY KOETO pasIN4IHN BPEMEBU U 3BYKOBU C/IOEBE
CBIIECTBYBAT eTHOBPEMEHHO B OTHOCUTE/THA He3aBUCUMOCT. [logoben
HOAXOf, MOXe Jia O'bfie pasnosHat u BB Fugue Integral, kbeTo Tpagu-
LVOHHMAT QyrajeH IPUHINII He € M30CTaBeH, a 0-CKOPO € IIPeOCMIC-
JIeH ¥ paslIvpeH Ype3 BKIOUBaHe Ha Pa3HOOOPasHU KOMITO3UIIVIOHHU
TeXHUKIN.

Taka mpousBeleHMETO MOXKe fla Ce pasryieXkja KaTo 4acT OT
HO-LIMPOK IPOIleC Ha TpaHCHOpMaL Vsl Ha K/IACUIeCKITe )KaHPOBYU MO-
ileNlV B ChbBPEMEHHaTa Mys1Ka. B To3u mporec ncropudecknure popmu
He Ce BB3IpueMar KaTo (pUKCUpaHy CTPYKTYpH, a KaTO OTIPaBHA TOY-
Ka 3a HOBU MHTEpIIpeTal L, B KOUTO C€ CbYeTaBaT pas/lIN4YHY CTUJIOBY,
KY/ITYPHU U 3ByKOBHU €JIEMEHTH.

B T0o3u cMuch, B ByXa Ha Hab/mofieHuATa Ha [leTpoBa BBPXY €BO-
TIOLMATA Ha KOMIIO3MIIMOHHOTO MMcleHe npu JlparocTuHos, Fugue
Integral Mmo>xe ja 6'bfie OIIpefieieHa KaTo MPOM3BeieHNe, KOETO ChUeTa-
Ba TpagULMA ¥ MHOBaLMA Ype3 U3TPaK/IaHeTO Ha C/I0XKHA, MHOTOIL/IA-
CTOBa 3BYKOBa Cpefia, B KOATO pa3IMIHUTE MY3UKaTHU UJEN CHILECT-
BYBarT B JIHAMMYHO B3aMOJIEVICTBHE.

B nponsBeneHuero Morar fa 6p/iaT OTKPOEH! MperIUTaHe Ha 1mo-
MUpOHNYHY IIPUHLMIN ¥ CbBPEMEHHU 3BYKOBU OpPraHM3alM, KOETO
Ch3/jaBa ycelllaHe 3a U HAMIYHa ¥ MHOTOIIACTOBA MY3UKa/IHa GaKTypa.

Ta3y KOMIIZIEKCHOCT Ha MY3MKAJIHMUA TEKCT HaMMpa HpPSIKO OT-
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pa)KeH]/Ie B WU3II'B/IHUTE/ICKATA HpaKTI/IKa, KbE€TO BDH3HMKBAT pem/l-
oa CHeIU/[(l)I/I‘IHI/I HpeHI/ISBI/IKaTEHCTBa, CB'LP?)&HI/I C KOOPHI/IH&HI/IHT&,
pUTMMYeCKaTa OPraHU3aLVisl ¥ IIOCTUTAHETO Ha 3BYKOB GamaHc. [Tap-
TUTYpaTa ce OT/IINYaBa C BUCOKA CTEIEH Ha CJIOXKHOCT B U3II'BITHUTETICKO
OTHOIII€CHNME U IIOCTAaBA 3HAYUTEC/IIHN U3NCKBAHUA KBbM IIMAHUCTUTE B
YJICTO TEXHUYECKU U B AaHCAMOJIOB aCIeKT.

EnHa OT ChliecTBEHNUTEe XapaKTEePUCTUKY Ha TBOpbara e CIielu-
GUYHMAT TUIT B3aMMOZIEIICTBIE MEXXY ABaTa MHCTPYMEHTA. 3a pasnin-
Ka oT Tpa}II/IIU/[OHHI/IH MOJEn HPI/I IIecn 3a gBe I1MaHa, HPI/I KO]ZTO qecTo
ce Ha0/IIOfABA AICHO pasrpaHMyeHrie MeX/y BOZEIa ¥ ChIPOBOXK/AIA
HapTI/IH, TYK I/IHCprMeHTI/ITe q)yHKI_H/IOHI/IpaT KaTo paBHOHOCTaBeHI/I n
B3auMHO 3aBucumi. Tosu nmopxox popmupa o6111a 3ByKoBa KOHLIETII[N,
B KOATO I/IHJII/IBI/I,I[ya}IHOTO N3II'b/IHEHIE C€ ITOJYMHABA HaA chaM6H0-
BOTO. HBaMaTa IIMAaHUCTU 3Byan KaTO €JHO IJA/I0 1 FpaHI/IHI/ITe ME)KHY
[apTUNTE YECTO CE PA3MUBAT.

OCO6eHO BHUMaHNE WM3NCKBa pI/ITMI/I‘-IeCKaTa OpI‘aHI/I3aHI/IH Ha
My3UKa/MHMA Marepuan. YecTara cMsAHaA Ha pasMepy, HalIM4YMETO Ha
ACUMETPUYHY CTPYKTYPU U CIIOKHU METPOPUTMUYHU MOJENN Ch3fIa-
BaT HEOOXOAMMOCT OT U3K/TIOUUTETHO Mpely3Ha KOOPANHALINA MEeXY
usmbnHUTenuTe. To3u acnekt Ha Fugue Integral mpenmonara He caMo
CTa6I/I}IHa I/IHHI/IBI/IHyaHHa pI/ITMI/I‘-ICCKa II0ATrOTOBKA, HO I 3aﬂ'bﬂ60‘-le-
Ha ChbBMeCTHA paboTa, HACOYEHA K'bM IIOCTUTAHE HAa CUHXPOH U ICHOTA
Ha MYSI/IKa}IHaTa JINMHUAL. B pe,m/[ua C}Iy‘-la]/[ pI/ITMI/I‘-IeCKI/ITe AKIIEHTU HE
CBHbBIIAJaT C OYaKBAHUTE MeTpI/I‘-IHI/[ OHOpI/I, KOE€TO OJOII'B/IHUTEITIHO YC—
JTIO>KHABaA I/IHTepHpeTaHI/IHTa U U3NCKBAa BHUMMATE/ITHO I/ISI‘pa)K,[[aHe Ha
B'preHIHO LIyBCTBO 3a HyTICﬁHI/IH.

HOH'I)}IHI/ITCHHO Hpe,[[I/I3BI/IKaTeHCTBO HpeﬂCTaBHHBa HI]/IPOK]/IHT
OVHAMMWYEH JMaIlla30H Ha HpOI/ISBeI[eH]/IeTO, KOI/uITO Hajiara BMCOKa CTe-
TICH Ha ‘IYBCTBI/ITCHHOCT KBbM SByKOBI/IH 6a}Ich. TeMaTI/I‘-IHI/I}IT MaTepI/I—
aJI 9eCTO IPEMIHABA MEXX/IY /IBaTa MHCTPYMEHTa 6€3 SICHO MapKUPAHe,
KOEeTO Hpe,unonara AKTUBECH C}IyXOB KOHTPOH U ITOCTOAHHA KOMyHI/IKa—
LI MeXZIy U3II'bIHUTeNNTe. ToBa ,,lIpefjaBaHe” Ha My3MKa/THaTa Mfest
Cb3/IaBa ycelljaHe 3a HEIPEK'bCHATOCT Ha 3BYKOBUS IIOTOK, HO ChIliEBpe-
MEHHO U3UCKBA IPENU3HOCT [IPU USTPAKIAHeTO Ha (pasara u JUHA-
MMWUYHNUTE HIOAHCHU.

B to3u xonrekct Fugue Integral Moxxe a 6'bfie pasrieXkiaHa KaTo
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IIpOM3BEIeHNE, KOETO M3MCKBA HE CAMO BJMCOKO HMBO Ha NMAHMCTMYHA
TeXHMKa, HO U pasBUTa aHCAaMO/IOBa KYITYpa, BKIIOYBAIIA YMEHUS 32
CIIyllIaHe, aflallTallliA ¥ CbBMECTHO M3IPaXK/JaHe Ha MHTEPIPETALINATA.
VI3IB/THUTENICKUAT TIPOLeC NpeAronara AblI00Ko pasbyupaHe Ha Bb-
TpeIIIHATa JIOTMKA Ha IIPOM3BEJIeHIETO U CIIOCOOHOCT 3a eTHOBPEMEHHO
KOOpAVMHMPaHe Ha MHOXKECTBO ITapaMeTpM.

MHrepnperanuAaTa Ha IPOU3BENEHMETO IOCTAaBS M3II'BIHUTE-
nNTe B crieudNUYHa ITO3MLNMA, U3UCKBAIlA ChYeTaBaHe HAa Pa3IMYHM
ctunoBu nogxopu. OT efHa cTpaHa, IPUCHCTBAT €/IEMEHTH, CBbp3aHN
C TpaguuyATa Ha Pyrara, KOUTO MPefIoJIaraT ICHO CTPYKTypMpaHe Ha
MY3UKaJIHUA MaTepuajl, MpociefsgBaHe Ha TeMAaTUYHOTO pa3BUTHE U
ocMMUCTIsiHe Ha nonudoHnyHaTa opranusanusa. OT apyra cTpaHa, B pe-
[NIA TTacakyl 3BYKOBMAT Pe3yNITaT € CBbp3aH C TeMOpoBM, PaKTypHM
U KOTIOPUCTUYHMU e(eKTV, XapaKTepHM 3a ChbBPEMEHHATa MY3MKa/lTHa
IIpaKTHKa.

Ta3y [ByIOCOYHOCT M3MCKBAa BUCOKA CTENEH Ha MHTEpIpeTa-
IIVIOHHA I'bBKaBOCT 1 CHOCOOHOCT 3a 6BP30 alaliTUpaHe K'bM Pa3INIHA
MY3UKaIHM CUTyauun. VsmbniHutenure TpsA6sa fa 6amaHCupar MeXIy
AQHATUTUYHOTO OCMUC/IAHE Ha CTPYKTypaTa ¥ MHTYUTUBHOTO BB3NPU-
€MaHe Ha 3BYKOBMS PE3Y/ITaT, KaTO MSIPaKJaT MHTepIpeTaluns, Kos-
TO ChbYeTaBa SICHOTA ¥ M3Pa3UTeTHOCT. Bcuuko ToBa popmupa crienn-
(yYeH MBIBTHUTEICKY MOJE, IPU KOWTO PALMOHATHUAT KOHTPON 1
Xy[O>)KeCTBEeHaTa YYBCTBUTETHOCT (YHKLMOHUPAT B TACHO B3aMMO-
neicTBue.

B to3u cmucoen Fugue Integral moxe ma Obhe pasriexpaHa He
€aMO KaTO KOMITO3UIIVIOHHO IIOCTVKEHME, HO ¥ KaTO 3Ha4MMO IIpefus-
BUKATE/ICTBO B 00/IaCTTa Ha MSI'BIHUTENCKOTO U3KYCTBO, M3UCKBAIIO
BIUCOKO HVBO Ha IIPO(deCcHOHANN3bM, CTUIOBA KYITypa U TBOpYECKa
AQHTKMPAHOCT.

Bbrpekn e mpousBeneHneTo MoXKe a O'bfie Bb3IpYeMaHo IIpefn
BCUYKO B My3UKaJIeH KOHTEKCT, B HETO C€ OTKPUBAT U MO-IINPOKK KYII-
TYPHM M MHTENIEKTYa/IHU NPENPATKY, KOUTO 3HAYUTENHO paslIupsABaT
BB3MOXHOCTHTE 3a HETOBOTO OCMMC/ISIHE. 3arlaBUATA HA OTAETHUTE
JacTy ca CBOeOOPa3H!U CMIUCIOBY MapKepy, HaCOYBAIM KbM Pas3INIHN
ucropuyecky, Gpunocodcky u KyJITypHU acolyanym, KOUTO Hairpax-
JaT 9¥CTO 3BYKOBOTO ChA'bPKaHMeE U OTBAPAT IPOCTPAHCTBO 33 MHTEP-
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npeTanus.

Tes3u HaMMeHOBaHUsA MOTaT fa OBAAT PasITIOKAAHNU KaTO YacT OT
KOHIIENITya/IHVS 3aMUCHI Ha IIPOU3BENEHNETO, IPY KOWUTO MY3VKas-
HVSIT TEKCT Ce MOCTaBsl B [MAIOT € TO-IIMPOKY 00/IaCcTI Ha YOBEIIKO-
To 3HaHMe. Cpeyi TAX MOrar fia 6'bJaT OTKPOEHU NPENpPaTKI KbM petu-
TUMO3HY TPafUIVM, HAYYHU KOHLENIVM ¥ POIKIOPHN 00pasu, KOUTO
CBIIeCTBYBAT [IApajIe/IHO 1 Ch3[aBaT MHOTOI/IACTOBA KY/ITYpHA Cpefia.
Hanpumep sarnasus kato The Big Bang mpepmnonaraTr Bpb3Ka ¢ MOZEN
3a pousxofia Ha BceneHaTa, KaTo BBBEXAT U/eY 32 HAYA/IO M PasTpPh-
mjaHe BB BpeMeTo. [Iofo6HY aconmanyy Morat fa O'biaT OCMMUCTIEHN
M Ha MY3MKa/JHO HUBO Ype3 AMHAMMKATa, GaKTypHOTO HATPYIIBaHE I
PasBUTHETO Ha 3ByKOBMUs MaTepuall.

B mpyru cmydam sarmaBuATa HaCOYBAT KBM MUTOTOIMYHU VN
Ky/ITypHOUCTOpUYeCKM Purypu, Kouto GyHKIMOHMPAT KaTO CUMBO-
IV Ha OIIpefie/IeHN VeVl VN TIporecu. Te3u mpenpaTky He M3rpakaaT
KOHKpPeTHa IIPOTrPaMHOCT, a II0-CKOPO Ch3[jaBaT acOLaTXBHA PaMKa, B
KOATO MY3MKATHOTO ChI'bpXKaHMe MOXe Jia 6'bjie Bb3IPUETO B IO-IIN-
POK KOHTeKCT. ITo To3u HauMH ce Chb37aBa Bb3MOXKHOCT 32 Pa3IMYHM
VHTEPIIPEeTALVIOHHY IOAXO/Y, KOUTO He Ca CTPOro GpUKCMpaHy, a 3aBU-
CAT OT KY/ITYPHUA OIUT ¥ BB3NPUATUETO HA CTyLIATENA.

BaskHo e f1a ce moffuepTae, e Te3M eJIeMEHTH He CJIefiBa Jja ce pas-
IJIeX/IAT KaTo OYKBa/IHY IPOrpaMM VIV €JHO3HAYHM 3HAUEHN, @ KaTo
JOI'B/THUTETHY CMUCTIOBU HUBA, KOUTO 06OTaTsABaT BH3IPUEMAHETO Ha
npoussefeHmeTo. Te QYHKIMOHMPAT KaTO OTBOPEHA CUCTeMa OT 3Hade-
HMA, KOATO MO3BO/IAABA CHbBMECTHOTO CHIECTBYBaHe Ha Pa3MYHM UH-
TepIIpeTaluy X HachpYaBa [0-aKTUBHO y4acTue Ha CIIyIIaTe/si B Ipo-
1jeca Ha OCMUC/ISTHE.

C orze; Ha HaNMMCHOTO [OTYK Fugue Integral Moxxe na 6pfe Bb3-
IpueMaHa 1 KaTo IPOU3BeJleHMe, KOeTO Ce BINCBA B IIO-pasliMpeHa
KY/ITypHOUCTOPMYECKA PaMKa, B KOATO My3MKaTa B3aMMOJENCTBA C
¢dunocodcky, HaydIHY ¥ TPAAULMOHHM IIPELICTABM 3a CBETA.

B kOHTeKcTa Ha ChbBpeMeHHaTa My3MKa TBopOara Ipejiiara siCHO
u3paseH MHUBUAyaTeH IOAXOJ KbM OapoKoBaTa MysMKanHa ¢opma
npentod u ¢yza M CbBpeMEHHOTO M TpeTupaHe. Habmonasa ce usrpax-
JlaHe Ha COOCTBeHa BBTPEIIHA IOTMKA, OCHOBAHA Ha B3aMOJIEICTBIETO
MEX/Y Pa3INIHU CTU/IOBU e/leMeHTH. T03M IOIXOJ e IIPOsIBABa KaKTO
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B CTPYKTYypaTa Ha IPOM3BefIeHMETO, TaKa U B HauMHa, 110 KOJTO ce Tpe-
TUpaT TPASULVOHHNTE IPVHIUIIN Ha )KaHpa.

B mo-mmpok mraH mogo6eH TUII KOMIIO3MILIMOHHO MMC/IEHe ce
BIINCBA B TEHJEHLIMNTE, XapaKTepHM 3a BTOpaTa NoMoBMHA Ha XX U
HadanoTo Ha XXI BeK, CBbp3aHM C IPEOCMUCIAHETO HAa MY3UKaTHOTO
HACTIefiCTBO. B TO3M KOHTEKCT TpafiMIuATa He ce Bb3IpueMa Kato ¢pu-
KCVpaHa CHCTeMa OT MpaBNiIa, a KaTO JUHAMMYHA OCHOBA 3a HOBU UH-
TepIpeTaluy U TBOpuecky TpaHchopmaunn. Fugue Integral ce BK04-
Ba IMEHHO B TO3M IIPOLIEC, KaTO He Bb3IMPON3BEXK/a UCTOPUIECKN A MO-
ien Ha Qyrara, a o afjalTMpa KbM CbBpeMEHHATa My3MKa/lHa Cpefia,
CbUeTaBaiiKM IO C Pas3IMYHM KOMIIO3ULIMOHHU TE€XHUKU U KYITYpPHU
BIIVIAHNAL

B TO3M KOHTEKCT IpOM3BEleHNeTO MOXe Jja O'bjie pasIIeXIaHo
KaTo MpyMep 3a ChbBPEMEHEH IIPOYUT Ha TPAZULMATA, IPU KOITO JC-
TOpUYecKUTe POPMI Ce MHTEPIIPETUPAT IIpe3 Ipy3MaTa Ha aKTyaTHO-
TO XY/IO)KeCTBEHO MucjeHe. Upes MHTEIpypaHeTO Ha IOMUQPOHNYHYI
HOPUHINIY, eleMEHTH OT OBIrapcKus MysuKaieH (OIKIop U ChBpe-
MEHHU 3BYKOBU THPCEHMA C€ M3IPa’K[Aa MHOTOILIACTOBA MY3MKa/Ha
CTPYKTYPa, KOATO paslIMpsABa IPAaHMIUTE Ha XKaHpa.

B 3akiiouenne, Fugue Integral 3a e mnana ot Credan [Iparoctu-
HOB Ce OTKPOsIBa KaTo ChIIECTBEH IIPMHOC K'bM CbBpeMeHHaTa Ob/rap-
CKa MY3MKaJTHa Ky/ITypa U MO>Ke fia O'bjie OIIpefie/ieHO KaTo My3MKajleH
¢deHoMeH. Upes OpraHNYHOTO ChYETaBaHE HA TPARMIIMOHHY )KaHPOBYU
MOJENM U CBHBPEMEHHM KOMIIO3MLIVIOHHM IOAXOAY IPOM3BENEHUETO
U3TPaXkZa paslo3HaBaeM XYIOXKECTBEH €3K, B KOITO pasIMiHU MY3H1-
KaJIHU TI/TACTOBE Ce 00eIHABAT B IIATOCTHA KOHIIENITya/THa CTPYKTYpa.
VIMEeHHO B TO3M CMHTe3 MeXY TPafuLMs ¥ HOBAaTOPCTBO Ce PasKpuBa
HeroBaTa 3Ha4MMOCT ¥ YCTOIYMBO MACTO B ChbBpPEMEHHATa My3lMKaslHa
IIpaKTHKa.
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AOKYMEHTDBT N NMAMETTA. MOAYCU HA
MAMETTA B AOKYMEHTAAHNA TEATBP

BJIATOM BOVYEB!

THE DOCUMENT AND MEMORY: MODALITIES
OF MEMORY IN DOCUMENTARY THEATRE

BLAGOY BOYCHEV?

Pe3stome: Tosu pokman mnscnegsa crenupyyHaTa Bpb3Ka MEXAY
IaMeT, JOKYMEeHT U JIOKYMEHTa/eH TeaTbp. Upe3 TeopeTmdueH
aHa/M3 Cce INPOC/IeAsABaT OHe3M XapaKTePUCTMKM Ha IIaMeTTa,
KOUTO 5 TPaHCPOPMMPAT OT MOAYC HA JIMYHO CBIIECTBYBaHE B
COLMA/THO 3HA4YMMa KaTeropums. B TO3M KOHTEKCT mameTTa ce
pasIyieXX/ia KaTo ChIIeCTBEH eJIeMEHT IIPU KOHCTUTYMPAHETO Ha
JOKYMEHTHUTE — KaKTO B HETOBV IOPUAMYECKY, TaKa U B KYJI-
TypeH aclekT. [JOKyMeHTa/HUAT TeaTbp He CaMo Ce BB3IO/N3Ba
OT YOBEIIKITe CIIOMEHN, HO I YCIIABA Ja UM IIpU/ajie TOIIbIHMN-
TeTHA eK3VMCTEHI[MAIHA TEXECT, KaTO U3BEX/a TAXHOTO B3aMMO-
JiefiCTBE B TOCOKA Ha CBOe0Opa3eH MyTyaIn3bM.
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Abstract: This report explores the specific links between memory,
document, and documentary theatre. Through theoretical anal-
ysis, it traces those characteristics of memory that transform it
from a mode of personal existence into a socially significant cate-
gory. In this context, memory is regarded as an essential element
in the constitution of documents—understood both as legal and
as a cultural phenomenon. Documentary theatre not only draws
upon human recollections but also imparts to them an addition-
al existential weight, elevating their interaction toward a form of
mutualism

Keywords: Memory, document, documentary theatre

Cren MOMEHTa Ha OY€BU/JHOTO Ce HaMypaMe B MOMEHTHUTE Ha ITa-
MetrTa. T cBUpmerencTBa 3a (OT)MMHAAM CHOUTUS, KOUTO IO HAKAKBB
HA4MH BIIVSIAT Ha HAalIeTO HacTosie U Obpemte. [enTa Ha mpearanms
TEKCT e Jja IIOKa>ke MACTOTO Ha ITaMeTTa, pa3bypaHa KaTo CyOeKTMBHA
U 00lecTBeHa KaTeropysi, B OCMUCISAHETO HA ,,JJOKYMEHTa“ KaTo 06-
IIeCTBEHO 3HAYMM (eHOMeH. B To3u cMUCBHI doKkymeHmanHuam mea-
mop CHIIO OOpaBU C MAMETTA, M TO HE KaTO C €fHa OT MHOTOTO CBOU
CBCTaBHM — ApaMaTyprus, CLieHUIHa Cpefja, AeCTBIE, aKTbOPCKO MPH-
CBCTBUE U TIP., @ KATO MOTUB 32 BB3HMKBaHe U CblljecTByBaHe. [lameT-
Ta HU IIpeJjjlara CIIOMEHM, KOMTO MOTaT Jja Bb3[eICTBAT CUITHO BBPXY
HAIIeTO HACTOSIE VI OOKYMeHMANHUAM meamsp e 00IarofeTe/ICTBaH
Ia ce ,BB3ION3Ba  OT TOBa. HO 3aIo € TOJIKOBa Ba>KHA IIaMeTTa U KaK
doxymenmannusm meamsp 6opasu C Hesi? B criefiBaimTe pefiose Iije ce
omMTaMe ja HAMePUM OTTOBOP Ha Te3M BBIIPOCH.

[IpocTopeH aHa/mM3 Ha CHIIHOCTTA ¥ (PYHKIMNUTE HA IIAMETTa He
caMo OM OVJI HEHY>KeH, HO U 1ie ¥3/le3e OT KOMIIeTeHIINITe Ha HacTo-
suara pabora. 3aToBa caMo Iiie 0OYepTaeM HIKOM OCHOBHIM CBOJICTBA Ha
IaMeTTa, KOUTO MMAT Bp'b3Ka C 00KyMeHMa U C 00KYMeHMAanHomo. AKo
TpsI6Ba Ia ce M3BeaT HAKAKBM OOIM CBOJCTBA Ha MAMETTA, BBIIPEKN
HEHUTe Pa3IYHU MOJYCHU KaTo ,MeXaHNYHO-(PU3NIHA, OMONTOrYHa,
TeXHONOTMYHA U eKk3ucTentuanua‘ [BOVMYEB 2016: 98-150], To Tpsa6Ba
Ila ce 3aIl0YHeE C TOBA, Ye IIAMETTa Ce OTHACA 3a MUHA/IOTO. HaAMa mamer
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3. B/IATOV BOMYEB. JOKYMEHTFBT M IAMETTA. MOJJYCU HA ITIAMETTA ...

3a 6ppewero. [TameTTa e OHa3M CIOCOOHOCT, KOSITO HJ ITOMara He CaMo
fia ,,BIDKJaMe", T.e. ja MU3BMKBaMe B Cb3HAHMETO C1 00pasy Ha Bede CIy-
4NN Ce Hellla, HO [ja T OCMUCIISIME, TIPeXMBsBaMe, OCHKAAMe, VN
olpaBfiaBaMe, WM Hail-00I[0 Ka3aHO fa ' Ch-OTHACSIME K'bM HAIETO
HacToslle My Obfiele. AKO IIpyeMeM, de MHUBYAYaTHATa TaMeT UMa
JiBe B3aMIMOCBBpP3aH!U CTPaHM — ,pas3Kas U IPeXMBsBaHE [laK Tam),
TO TOTaBa MPEXXMBSIBAHETO HA CIIOMEHA Ce M3Pa3siBa B ,,0THOLICHNETO
K'bM MMHAJIOTO M HETOBOTO OKMBsABaHe B maMeTTa” [mak TaM]. [Tamerra
MIMa CIIOCOOHOCTTA f1a IIPeAN3BUKBA eMOLIVI 1 J1a IIPOBOKMPA AeCTBUS
B cerairHo u Obpere Bpeme. Bcsko cpbuTme OT HACTOAINS MOMEHT
MO>Ke JIa Ce IPeBbPHE B CIIOMEH B CTIEBALIVISI MOMEHT, KaTO BCEKM CIIO-
MeH € CBBP3aH C ,, IMYHITE IPeXXMBSIBAHMA Ha YOBEK', KAKTO OTOeIsA3Ba
Paitnxapt Kosenex [KO3EJIEK 2004: 36-44]. Ba>xno e fa ce nopueprae,
ye CIIOMEHBT ChABPXKaA B cebe CI ,[IPeKMBsABAHE, @ HE € CAMO Peruc-
TpUpaHe Ha HAKaKbB (PaKT man Ha MHPOPMAIVS 3a HeTO.

Tyk e HeOOXOAMMO BaXKHO yTOYHEHMe. B HACTOSIIINS TEKCT CTa-
Ba JIyMa 3a OHS ,,TUII" CIIOMEH, IIPU KOJITO Ha IIpefieH IJIaH e IPeXXu-
BSIHOTO. JIMa CIIOMeHU, IIpy KOUTO IIPeXMBSBAHETO OCTaBa Ha 3ajieH
IUIaH VIV IOPY He ce peructpupa. Takmpa ,,CIOMEHN ce OCHOBaBaT Ha
[VMHAMMKA VI 0OPasHOCT, KOMTO OCTaBSsT BIIEYaT/IeHNe 3a ,00eKTIB-
HOCT", [IOKaTO IIpY CIIOMEHa 3a IPEeXUBSIHOTO (KaKTO U IPeXMBsIBaHe-
TO Ha CIIOMEHa) [IPeMeCTBAT AKIIEHTa BBPXY CYOEKTMBHOCTTA, KOETO €
" coOCTBeHaTa XapaKTepUCTMKa Ha (eHOMeHa ,croMeH . Ho kakTo Oe
IIOCOYEHO Bede, TYK HsMa fla Ce M3CIIeiBaT BCUYKY aCIeKTI Ha TaMeTTa,
a caMo OHe3M, KOYTO MIMAT OTHOIIEHVe KbM 00KYMeHMANHUS meamsp.
B Tasu Bpp3Ka crefiBa fa ce OTOEIeXH, Ye TO3U BUJ TeaThp € Moje 3a
paboTa THKMO € ITaMeTTa 3a IIPEXXMBIHOTO (EK3UCTEHI[MATHATA TTaMeT).
ToBa 03HavaBa, Ye CIIOMEHNUTE, KOUTO Ca IPOCTO BU3YA/THY VTN Ay A1O-
3aIJICY Ha HAKAKbB MOMEHT, 6MXa OM/IU [0-MaJIKO MHTEPECHM, 3aI0TO
HsMa JIa IMaT OTHOLIEHVE K'bM Bb3/IeliCTBMETO HA MOMEHTa BbPXY Ha-
IIaTa IMYHOCT.

KakTo BCsIKO IpeXxuBsiBaHe B YOBELIKOTO CBHIIECTBYBaHe, MMa
TaKMBa C II0-CUIHO BB3JEIICTBIE BBPXY HAC I C [0-C/1ab0 Bb3/IeICTBIE.
A B 3aBMCHMOCT OT CTEIIEHTA HA BB3[EIICTBIE IPEKMBSIBAHNMATA MOTAT
fia ca C MO-BMCOKA MM TIO-HMCKA CTEleH Ha Ba)KHOCT. Taka e 1 ¢ ma-
MeTTa: ¥Ma CIIOMEHU 3a IPEeXUBSABAHNA, KOUTO € BaXKHO Jja IIPUCHCT-
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BaT B Hesd, ¥ CIIOMEHM, KOMTO He € BaXKHO Ia IpUCHCTBAT B Hesl. ChIlo
TaKa MMa MPeXXUBSABaHMS, KOUTO IOMHUM U Ca BaXKHU 3a HAC CAMUTE,
U ¥Ma TaKMBa, KOMTO IIOMHIM, HO Ca BaKHU He CaMoO 3a Hac, HO U B
HAKAKDBB 00U{HOCMeH KOHTEKCT, T.e. BAXKHM Ca U 3a APYTM XOpa, KOU-
TO HAMAT CIIOMEH, He ca OM/IM CBUETENN Ha HEIOTO, KOETO IIOMHUM,
HO B CBIJOTO BpeMe Ce M3JCKBA TSAXHATa CAHKLMS BBPXY TO3M CIIOMEH
(emoroHamHa, O0ILIECTBEHA, UCTOPUYECKA, OpUNYecKa U T.H.). ToBa
ce MOZICKa3Ba ¥ OT >KUTENCKUAT HY OINUT — KOraTo paska3BaMe HeIo
Ha HJIKOTO, KOTaTO CIIOfie/IsIMe HAKOV Halll CIIOMEH, Hyie HEIIPeMEeHHO T'o
IIPaBVIM C IIeJI /ja Tpefiu3BYKaMe BHUMaHNe Y CbOeCceJHIKa, a 4pe3 BHU-
MaHNEeTO Jla CTUMY/IpaMe HAKaKBa peaknys. Tasy peakiusa MoXKe fia €
eMOIs, pa3MICHT W fevictBue. CripAMo paskasa, peaKIjaTa MoXke
7ia € YyBCTBO HA BBb3XUTA, HAa THAB, HA PaJiOCT, Ha pOofo/Iobe, Ha OTTO-
BOPHOCT, VI IOPY IIPOCTO HA CMSX VIV OTeTYeHNe.

VcTopuueckuaT paskas (He caMo Upe3 y4eOHUIIV, HO U Ype3 Ia-
METHUIIY, YeCTBAaHNsA, My3eM U T.H.) CBIIO pasuuTa Ha HAKAKBa peak-
nns. Kakro teppan JKoen KaHo, OTHOIIEHNETO KBM MCTOPUMYIECKOTO
HAC/IeICTBO YCIIsIBA Jja NMPEAM3BMKA ,IIMPOK M HACUTEH [ebaT BBPXY
OTHOIIIEHNSITa, KOUTO OOILIECTBOTO C/IefBa [ja IOLBPKa CHC CBOETO
muHano  [KAHJO 2001: 97]. OTHolIEeHNeTO HM KM MUHAIOTO CE U3-
rpakjja ype3 maMeTTa Ha CBUJIETENNTE, KOATO Ce IpelpesiaBa B eIHO
001eCTBO, HE3aBUCUMO Ja/IM TOBa 00ILECTBO € MaJIKO, ChbCTABEHO CaAMO
OT HAKOJIKO YJIEHOBE, KOUTO CIIOfENAT OOIIM [IEHHOCTH, WA € TOIAMO
00111eCTBO, KaKBATO MOXKe f1a e 11si1a Hauysi. Hanpumep Hue B HacTosI-
U1 MOMEHT HsMaMe CIIoMeH 3a 6utkara npu Cinuanna. Ho kaTto gact
OT 0011IeCTBOTO Ha O'B/IrapuTe Ce HY>KJaeM OT CIIOMEHUTE Ha OYeBU/J-
I[UTe OT OHOBA BpeMe, IIPe[iCTaBeHN KaTo JIOKYMEHTVMpPaHM CBUJETeN-
crBa. Hy>xraeM ce, 3aIoTo ako TsAX ' HsAMa, Hue He OMXMe MOI/IU fid
M3TPajiM OHa3M OOLIeCTBEHa MaMeT, KOATO Ja HY Y4 Ha pofoIwbdue
U VICTOPUYHOCT, KOMTO II'PK OT CBOSI CTpaHa KOHCOMMOVPAT TO/IEMITE
00111eCTBa, KAKBBTO € HapOL'bT Ha OBIrapuTe HaIpuMep. 3aToBa Ch3-
JaBaMe JJOKYMeHTH. Te ca Bpb3KaTa Ha OHOBa, KOETO Ce C/Iy4YBa Cera, ¢
OHe3M XOpa B O'bfielleTo, KOMTO HAMA I IMAT CIIOMEH 3a CJIy4YM/IOTO Ce
cera. B cpI10TO Bpeme MOXKeM 1a 0OBpHEM BpeMeBara HepCIeKTIBA U
Tasy XapaKTepUCTUKA Ha ,JOKYMEHTNTe  HsAMA Jla ce IPOMEHY — MOXKe
fa ce KaXke, 4e IOKYMEHTHUTe Ca BP'b3KaTa Ha OHOBA, KOETO Ce € CTyYM/IO
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B MIHAJIOTO, C OHE3] XOpa B HACTOSAIETO, KOMTO HAMAT CIIOMEH 3a CITy-
YUJIOTO Ce.

B T03u cMuch1 MoXke Jja ce TBBPAY, Y€ TO3U TUII JOKYMEHTH ca
MHTepTEMIIOpaJieH MOAYC Ha COLMAIHM B3auMoOpmeicTBus. Te yHK-
IIVIOHMPAT KaTO CBBP3BALIO 3BEHO MEX]Y ,HAC", KOUTO CMe B HACTOS-
LIETO U ,,OHE3U", KOUTO C B MUHAJIOTO (II0O-TOYHO Ka3aHO C Oelicmeusma
Ha ,,0He3M, KOUTO Ca Il U3BBPUIM/IA B MIHAIOTO), KATO B CBHIINUSA MO-
MEHT Ca KOMYHMKAIIMIOHEeH MOCT OT ,,Hac“ B HaCTOSAIIETO KBM ,,0He3!
B Obaemero. Te ca crennduyHa colmaaHa MeAMaTOPHA CTPYKTYPa,
KOATO ,,TIPM30BaBa‘ [ ce MO bp>Ka Bb3-AelICTBUETO, AKTya/TU3VPAJIO Ce
BCJIEICTBIE HA PEIeHNs, B3€ETU B MUHAIOTO?. Moxke OM ChImst CMM-
cbi Baara IOpren Xabepmac B TBBppeHrero, e nsbopure (elections)
LIIOI'BPIKAT MaMeTTa 3a ocHoBomosarauys akt xusa“ [HABERMAS
1996: 300]. T.e. ako ,,OCHOBOIIOJIATALIVIAT AKT € JOKYMEHT, KOJTO IIpefi-
CTaBJ/IsIBa BOJIEM3sAB/IEHNE Ha Hapopa otnpenu 100 roguuy, TO 3a fa €
BamuzieH (KVB) IOPUMYECKU JOKYMEHT, TOIl Ce HY)K[ae OT HIKaKBO
HOBTOPHO JIEJICTBNUE, KAKBOTO Ce sABABAT n3bopure. B HacTosImeTo 0611
HOCTTA, KOSITO OMTyBa 3ae[{HO, eJHOBPEMEHHO ¥ HOMUTNYECKN KOHCO-
NUANPAaHO4, yTBBP)K/AaBa JIEVICTBIS Y pellleHns Ha OOIHOCTTa, YNITO
HAC/IeTHMK €, KOUTO JIeVICTBUS M PelIeHNsI MOXKe JIa ca TPUETY TOJIKO-
Ba Ha3aJl B MUHAJIOTO, KOIKOTO MPeIV BCEKV MHAMBUJL OT HACTOSII[ATA
OOLIHOCT [ja € OMJI pOfieH, T.e. OT IIPefM He CaMo Jja HsMa Bh3MOXKHOCT
fia e OVJT yYaCTHUK, HO U fa e 6un cBupeten. ToBa He e camo nHOpMa-
IIVIOHHA BPb3Ka, HO M CBOeOOpasHa KOMYHUKALVsI MIHA/IO — HACTOS-
e — 6ppemte. JKak b0 Tod mopu cybopnunmpa Tasu KOMyHMKALKS,
KaTo TBBPAM, 4e TOKYMEHTHUTe Ca eKCIIPecys Ha ,B/IacTTa“ Ha MUHAIO-
TO 0601ecTBO Hap nmaMerTa u Hax 6bgemero [LE GOFF 1996: xvii]. T.e.
Te3N, KOUTO >KUBEAT B HACTOAIIETO, MMAT 3a/b/DKEHME U 3aeMarT II0fI-

3 EpuH HOTapuaseH akT 3a COOCTBEHOCT HAIIPVMED, Ce sIBSIBA HEllPeCcTaHHA aK-
Tya/M3anus Ha pelleHNeTo, B3€TO OT JIErNTUMEH IIpaBeH CyOeKT, C KOeTo pe-
LIeHe ce IPUCHX/A COOCTBEHOCT Ha HsKoe /mie. To3u JOKYMEeHT 1Ma ITpaBHa
CMTa, He3aBYICMMO KOJIKO Ha3ajl B MIHAJIOTO € ChCTaBeH.

4 C roBa ce MMa IPeIBUJ PEIyOINKAaHCKMAT KOHCEHCYC 3a IIPUTEXKATE/ISI Ha Cy-
BepeHNUTeTa, T.e. HApoAa. B Apyru mommTmyeckn KOHCTPYKLMU KaTO aBTOPU-
TapU3MMITE ,HAPOABT  He YUaCTBA II'BIHOIPABHO B CIeLU(PUIHOTO 06LIyBaHe,
KOeTO ce KOHCTUTYMPA C BIaTaHeTOo Ha ITPpaBHA TeXECT Ha JOKYMEHTHTE.
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YJHEeHa MO3MLMs CIIPSIMO OHe3M, KOUTO Ca B MUHAJIOTO U PelUIIpOY-
HO — Te3M, KOUTO Ca B HACTOALIETO, Ype3 JOKYMEHTHUTe 3asIBsBaT CBOSITA
BJIACT HaJl OHe3M B O'beleTo. Ta3u cI0)KHAa KOMYHUKAIIVIS MOXe Jia ce
OCBILECTBSIBA HE3ABUCUMO [ajIii XOpara, 3aMECEH! B Hesl, UMAT Bb3-
MO>KHOCT 3a IIpsiKa Bpb3Ka. Bb3MOXXHO € OHe3U, KOUTO KOHCTUTYUPAT
JIOKYMEHTHNTE Jja ca TBBbPJe OTHA/NeYeH! BPeMeBO OT Te3¥, KOUTO MpH-
BEXJIAT JOKYMEHTHUTE B JielicTBIe. BTOopuTe HAMAT ASUI B PELIEHMATA,
KOUTO JJOKYMEHTHUTE ,eKcrpecupar . Ho BbIpeky ToBa MMar coruaneH
AHTaKVMEHT fla TY 3a4MTaT.

Mosxe u fia ce 3ammMTaMe Jaay JOKYMEHTUTe ca BPb3Ka He CaMo
C Te3M, KOUTO HAMAT CIIOMEH, HO U C OHE3M, KOUTO MMAT clioMeH? Pas-
6upa ce, ge Moxxe. Ho Hec/y4aiiHO B I0pMANYECKITE HAYKY JOKYMEH-
TUTE Ce ONpeNeNAT KaTo OHe3U IPaBHM AKTOBE, KOUTO ,ChCTABIIABAT
JI0Ka3aTeJICTBO °. A JOKa3aTe/ICTBO € OHOBA HeIO, KOeTO CIYXM Ja
ybeny oHe3y, KOMTO He ca CBUJETeNN Ha JafleHO CbOuTIe, KaTo ybex-
[laBaHeTO MMa 32 I[e/l HAKaKBa pe-akuus. ToBa ce TOTBBP)KIaBa M OT
n3KasBaHeTo Ha Becenmun MertonueB, 4e ,Hali-BakHaTa (I)yHKuM;{ Ha
JIOKYMEHTa €, 4e TOJl IIPefiCTaB/IsABa JOKa3aTelICTBO, KOETO Ma IIpaBHA
cuma®®. T.e. JOKYMEHTHT MMa NOTEHIVAN Jja TPEAN3BUKBA 0€CNEUL.
3a [a MOSICHUM Ta3) BP'b3Ka, Ilje Ce MOCTYXXUM ChC CTIeAHNUS TIpUMep:
II0 BpeMe Ha KaTe[lpeH ChBeT B HIKOe BICIIe yueOHO 3aBefieHIe, [ja pe-
yeM HATOVI3, ce npuBeXpaT pasiMyHy MHEHM OT y4acTBaIINUTe U Ce
B3eMar pasnnyHu penieHus. [1o BpeMe Ha MPOBEXIAHETO Ha KaTepe-
HMA ChBET, BCUYKM Ca CBUJIETE/IM Ha M3Ka3BaHMATA HAa OCTaHAINUTE U
Ha pelIeHNsATa, KOUTOo ce B3eMar. CrieffoBaTe/IHO 10 BpeMe Ha TO3U Cb-
BeT He e HY>KHO BCAKO 1M3Ka3BaHe fla O'bjie M3/IOXKeHO 1of popmaTa Ha
JIOKyMeHT (HaIpuMep BCEKM fla IIPEOCTaBU Ha OCTAHAIUTE 3aBEPeH
OT HOTapUYC TEKCT ChC CBOETO M3Ka3BaHe), 3aI[OTO BCUYKYM OCTAHATIN
YYaCTHUIIM Ca HETIOCPEeACTBEHM CBUJETENN Ha KadaHoTo. HesaBucumo
OT TOBa IT0 BpeMe Ha KaTe[[peHNs CbBeT ce U3roTBs poTokon. Herosa-
Ta IIeJ1 € Jja CBUAETEICTBA B O'bjiellie pef dpy2u xopa (Hampumep mper
(daky/ITeTeH ChBET) 3a B3eTUTe pelieHus. T.e. JOKYMEHTBT ,,IIPOTOKOI

5 TIIK, um 179. (1)
6 Bx. https://nbu-rechnik.nbu.bg/bg/obsht-spisyk-na-ponqtiq/dokument (nun-
KbT € akTuBeH KbM 08.05.2025)
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OT KaTe[peH ChbBeT  IPeCTaB/IsIBa JOKa3aTelICTBO 1 CBUAeTecTBO. Ho
B CBIIJOTO BpeMe TOBa CBU/IETE/ICTBO Ce sIBSIBA KAaTO 3aIVCaH ,,CTIOMEH .
Toil e MHCTUTYLMOHAHA ,,lIaMeT 32 B3eTY pelLIeHNs, KOUTO TpsiOBa
fia TIpeAN3BUKAT OIIpeie/ieH MHCTUTYIMOHaNeH akm (pe-axuusi). Tasu
peaxIiusa Moxe Ja ObJje Ha3HAYaBaHETO Ha IIperofiaBarer, Of00psBaHe
Ha TeMa 3a [IOKTOPAHTYPa, OTIYCKaHe Ha CPefiCTBA I T.H. VIMa HAKAaKBO
KOHKPETHO MHCTUTYIIVIOHA/THO JIe/ICTBIE.

Cera Heka M3ne3eM OT OropokparmyHata cdepa, 3a ja BUAUM,
Jia/Iv Ta3u B3aMMOBPB3Ka MEXXy ITaMeTTa 1 JOKYMeHTa 011 ce 3amasnia
B cepaTa Ha 00KYMeHMATHUS mMeampp?

AKo musnon3BaMe WM Ch3[aBaMe JOKYMEHT B TeaTpanHa Cpena,
TOJI C’BLIO /TN Ce SIBSIBA HOCUTEI Ha ITaMeT, KOATO IMPef3BUKBa HIKAK-
Ba OOLIeCTBeHA CaHKIM WK pe-akuusa? Hsama fa e mpecueHo ga ce
TBBPAM, Ye CLIeHMYHATa IIpe3eHTAlVsA Ha JOKYMEHT MMa IOTeHIIMas
fia TIpefU3BMKa IO-CIUTHA €K3UCTEHI[ATHA PeaKIyisl OT eNH IOpUy-
YeCKM aKT. 3ali0To IPUAMYECKIT aKT € ChbCTaBeH caMo OT MHpopMa-
V1, KOATO Ce OTHACA [0 IpaBHUTE MOCTE[UIM OT Hero. Beska fpyra
nH(GOpMALNS € HeHY>KHa. AKO OTHOBO Ce [I030BeM Ha IIpuMepa ¢ Ipo-
TOKOJIa OT KaTe[peHo 3acefjaHue, Hye 1Iie MMaMe JOCTBII CaMo JiO MH-
dbopmanus 3a kazaHute gymu (He Bcuukn!) u B3etute pentenus. Hama
fia MMaMe MHQOPMaILys 3a TOHA, C KOJTO ca HallpaBeH!M M3Ka3BaHMATA,
3a B3aJIMOOTHOLIEHVSITA B TPYIIATa, 38 TOBA KOJI € OVJI OBOJIEH VIV He
e OWJI TOBOJIEH OT B3€TUTeE PEIIeHMs], 3a TOBA KOI C KOTO € pasroBapsis,
YCMUXHAJI Ce € MU Ce € SJ0Cal, KOJl B KaKBO HAaCTPOEHIe ce € HaMM-
pan u mp. JJOKaTto JOKYMEHTBT B KY/ITYpHATa Cpefia MOXKe fja ChADbpP)Ka
nHpOpMaIyA OT BCUYKY M3MEPeHNMsI Ha YOBELIKaTa TUIHOCT — OT Jie-
jlaTa My, MUC/IUTE, IPeXUBSIBAHNATA, CIIOMEHNTE, TPEIIKNTE, BIHNUTE,
HOMUTHUYeCKNTe YOexxneHus u T.H. CiejoBaTeNHO KOIKOTO I0BeYe MH-
¢dbopManys CbAbpKa eAVH JOKYMEHT, TOJIKOBA IT0-TO/ISM IOTEHIIMA 32
BB3[IEVICTBIE BBPXY PELIMIIMEHTa JIMa TOJL, @ OTTaM M TOJIKOBA [O-TOLs-
MO OYaKBaHe 3a HAKAaKBa peakuys. Tasy peakuysi B MHCTUTYLMOHATIEH
IUIaH 6u Ou/Ia IIpaBeH aKT, a B 00111eCTBEHO-KY/ITYPeH — IMYHOCTEH VTN
COLIMATHO OCMMC/IEH aKT. 3a ITaMeTTa, pasbupa ce, MOXe fa ce IuIIe
MHOTO ¥ caMa II0 cebe C1 TsI IPefCTaB/IsgBa TeMa, KOSATO 3acmy)KaBa
MHOTO TTO-TIPOCTPAHHO u3cnefBaHe. Ho Bce mak Heka Jja pasriefame
Kak IIPUCHCTBA [IAMETTA B TeaTpasieH KOHTEKCT ¥ TI0-CIIelaTHo, KaKBa
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€ KOpeaIysiTa ¢ ,JOKYMeHTa B 00KYMeHMANHUS mearmsp.

Besiko CBUJIETENCTBO € CBBpP3aHO C pas3ka3BaHe Ha CIOMEH WU
Cb3JjaBaHe Ha CHOMeH. [JOKyMEHTBT OT JOTYK Ka3aHOTO VMIMa CBOJi-
CTBOTO [ia TIpefiaBa CIIOMEH 3a Hello Ha XOopa B OOI[HOCTTA, KOUTO He
ca OYeBVJIM, U 1a OYaKBa HAKAKBA CAHKIMA, T.e. OYaKBa Ce He CaMO
€MOIIVIOHA/THA peaKIis, HO CBILO TaKa aKT Ha OTCHX/aHe, KOITO MOXe
fia JOBefie U [0 [ieiiCTBIe (aKO CTaBa BBIPOC 32 MHCTUTYLVSA, HO U He
camo!). [ToHe>xe TOKYMEHTATHUAT TeaTbp OOpaBU C PeaNHU UCTOPUM,
41eTO Mpe3eHTUPaHe Hile HapudaMe ,,JOKYMeHTa/IHa  ApaMaTyprus, To
BBIIPOCHOTO ,,0TCHX/aHe , KbM KOETO e IIpy30BaHa IMy0nuKara, He ce
3aK/II04aBa B cepaTa Ha €CTETMYECKOTO (32 XY/JOKeCTBEHATA CTOMHOCT
Ha CIIeKTaKb/Ia) ¥ MOPATHOTO (32 TOBa KAKBO OTHOILIIEHNE IMaMe CIIpsi-
MO 0OpPOTO ¥ 3710TO), HO ¥ Ha €TM4ecKOTOo. TyK M3I0/I3BaM HMOHATHe-
TO ,eTUYECKO B HETOBOTO 06a30BO 3HA4eHNe, OT KOETO € IPON3JIA3TIO B
CTapOrpBLKI e3UK — ,,06u4dain“ [MAHJI3APVVIC 2011: 13]. Apucro-
Tes 0TOeNsI3Ba, Ye HpaBCTBEHATa JOOpoieTes, IPOU3X0XK/a OT 0bmyast
[APVICTOTEJI 1993: 40]. ToBa yTo4HEeHMe € HY>KHO, 3aIIJOTO 0OMYaAT
OT CBOS CTPaHa € CBBbP3aH C OOLIHOCTTA, B KOATO Bb3HUKBA U B KOS-
TO Ce HOABPKa OT Pas3/lIMYHUTE NTOKOTEHNUs IIpe3 pasInyHy BpeMeHa.
OTTyk M3BeXaMe, 4e eTUIECKOTO OTCHXK/JaHe, KbM KOeTO HU IPU30-
BaBa JOKYMEHTA/IHMAT pasKas, € CBbP3aHO ¢ OCMUCTISIHETO Ha cebe cit
KaTo 4acT OT OOLIHOCT ¥ C TOBA IO KaKbB HAYMH Tasy B3aMMOBPDb3Ka
pedrekTipa BBpPXY )KMBOTA Ha YIEHOBETe Ha Tasy OOI[HOCT. V3mbaHu-
TeJIAT Ha CLieHaTa e )XUBara nameT. Herosure fymu ca ,,JOKyMEHT, aKO
UBI'BIHABAT KPUTEPUNTE, KOUTO TO KOHCTUTYUPAT KaTo TaKbB. B To3n
CMUCBIT BCAKO CBUAETEICTBO CTaBa OOIIO JOCTOSIHNE 1 Ce TIPEeBPbIIA B
cb-6utne. T.e. c-mogeneno 6utme, 6UTHE, KOETO CE ,, eI, VLN IIO-SICHO
Ka3aHo — O1THe, KOeTO [ie/INM IIOMEXXAY CY, a I[OM IO Je/IUM, TO € MeX-
Jly Hac, a He CaMo Hd HAKOTO OT Hac, TO € 00140.

Hy>xHo e ma ce o6aBu 1 cliefBalIMAT WIPUX K'bM ONVCAHNETO Ha
Bp'b3KaTa MeX/y JOKYMeHT 11 aMeT. ToBa e HeroBara ,HeOOXOZMMOCT".
TaBTONOTMYHO KOHCTPYMPAHO — ,MMa 3HayeHue, Ye MMa 3HadeHwe'.
Bcexu ZOKyMeHT e maMeT, KOsITO MMa HSIKAaKBO BaKHO OTHOLIEHNE K'BM
Hac. VI ToBa e eCTeCTBEHO — aKo Tpsi6Ba Helllo Jja IIpeAN3BIUKa peaKius,
HY)KHO € Jla My Ipu/ajel 3HaueHne, Heo6xoaumocT. OcobeHO BasKHO
€ TOBa IIPM USTPAKJAHETO Ha JOKYMEHTa/IHa ApaMaTyprus. BepigHocT
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Ba)KHO e ¥ 3a caMara aMeT (MHAVBY/yalHa VI KolneKTuBHa). HuBoTo
Ha 3HAYMMOCT Ha ,,HOKyMeHTa“ onpenend n cujata Ha CI/IM6I/IOTI/I‘{Ha-
Ta BP'b3Ka MEXJY ,,CIIOIE/IAHETO U CLeHNYHMS aKT. CIeHUYHUAT aKT
npuo61Ba TONKOBA [O-TOSIMA CTOMHOCT OT ,,CIIOfE/ISTHETO , KOIKOTO
3HAYMMOCTTA Ha HOKYMCHT& JIMa I10-TOJIsIMA €K3NCTEHII A/ THA ,,Te)KCCT“.
OT CBOsI CTpaHa BCSKO ,,CIIOAENSIHE", YMATO CTONHOCT Ce OCMUCIIS U3-
BBH PAMKUTE HA IPOCTO-CIOMEH-3a-Hello, T.€. KOMTO MMa He CaMO MH-
OVBUAYaJHO, HO U HAA-MHAVBUAYaJTHO 3HA4YeHMe, 4pe3 CIeHUYHUS
aKT NpupoOuBa M JOI'BIHUTETHA MHTEp-CyOeKTHa U OOIiecTBeHa
croitHocT. CuMOMO3aTa MEXy IIaMeT U JOKYMEHTAa/IeH TeaTbp € BUJ
MyTyanusbm’. BaauMoBpb3KaTa e 10/I€3Ha, 3a1I0TO, OT €jHA CTPaHa,
IaMeTTa ce Hy)KJae OT HIKAaKBO JEVICTBIE, 32 [a Ce aKTyaIm3upa 1 3a
Jia ,)KMBee" B HaC, a OT Pyra CTPaHa, TeaTpajiHaTa CIIeHa OCUTYPsBa Ta-
KaBa BB3MOXXHOCT. Pa3bupa ce, maMeTTa, KOSITO TBOPELBT € PELINT Aa
aKTya/IM3ypa Ype3 JOKYMEHTATHOTO [IPEeCTaB/IeHNe, € HEOOXOLMMO fia
€ 3a HEIIIO Ba’XKHO U 3HAYMIMO WJIN [1a HaME€pU HAKaKBa Bp'b3Ka (eMOuMO—
HAJTHA, )KUTENCKA, CMIC/IOBA) Ha TIPEICTABEHNUs CIIOMEH C Bh3MOXKHATA
o611 TeMa Ha CIIEKTaK'b/Ia, T'hil KATO TeMaTa caMa o cebe cu TpsA6Ba 1a
Bb/IHYyBa 3pUTEILA.

ToBa mopaskyia ciefiHaTa HeOOXOMMMOCT — HE3aBUCUMO JIA/IU CIIO-
MEHDPT € 3a HEIIO Ha IIP'bB IIOIJIE], Ma/IOBa’>XKHO MJIN 3HA4YMIMO, TOM Ce aK-
TyaHI/ISI/Ipa KaTO TaKbB B OCBIIECTBABAHETO My KaTo I[OKyMeHT Ha c1e-
HaTa. A TOBa Ce peanu3upa Ype3 CBOSITAa CbOTHECEHOCT K'bM OCHOBHATA
TeMa 1 HellHaTa eK3MCTeHI[MaTHa ,,TeXecT . Hanmpumep exnH ciomeH 3a
TOBa KaK ca 6min o6/iedeHy Xopara Ha ONalIKaTa B MarasyHa, caM Io
cebe 11 MOXKe 1a Ce CMeTHe 3a MajloBakeH. Ho ako ce HocTaBu B KOHTe-
KCTa Ha TeMara 3a Y0BELIKATa IEMEHI[V, TO3U CIIOMEH MOXKe JIa Ce OKa-
XK€ C M3K/IIOYMTENHO BUCOKA €K3VCTEHIMANIHA TEXXECT — T.€. TOIl MOXKe
Jla 03HAYaBa, Y€ YOBEK'BT, KOMTO CIIOJIE/S CBOS CIIOMEH 3a 00/IEK/IOTO Ha
XOpara, YaKaly IpeJ Kacara, MMa JIN HiMa 3aryba Ha aMeTTa, Koe-
TO Ce YCTAHOBSIBA THKMO C M3PUYaHETO U GOPMY/IMPAHETO Ha CIIOMEHA.
Camara (haKTONIOrNUs, KOATO CIIOMEH'BT OTPa3siBa, MOXKE /1A He € BIlevar-

7 C TO3M TEPMUH Ce MMa IPENBU »B3aMMHOUSTONHA BPD3Ka', WM ,B3aUMHO-
USTOJHO BIMAHME MEXAY ABa opraHmsbMma“ (mar. mutualis - B3ammMen). Biok
https://www.britannica.com/science/mutualism-biology (MMHKBT e aKTuUBeH
KBbM 25.07.2025)
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JsIBalla ¢ HUIO, HO aKTHT Ha (GOPMY/IMPAHETO HAa TOYHMSI CIIOMEH B
KOHTEKCTa Ha IIPUTECHEHM I 32 3a00/1s1BaHe, MOXKe JIa IPU-Tiajie ChIIeCT-
BeHa J)KMTelCKa 3Ha4MMOCT. ChOTHACSIHETO Ha €[[H CIIOMEH K'bM TEMI,
KOUTO Ca ChAOOHOCHU M PEIIaBaly B XMBOTA HA YOBEKa MM 0OIIe-
CTBOTO, MOXXe Jja TpUIo0e ChBCEM JIpyTa eK3UCTEHI[Ma/THA TeXECT — He
CaMo MH/MBU/YATHA, HO I MEX/[YTMIHOCTHA 1 COLMaIHA.

U taka - maMeTTa B KOHTEKCTA Ha JOKYMEHTA/THUA TeaThbp MMa
OTHOIIIEHVE KbM 3HAYMMIUTE Hela, KOUTO Ce OMPEeNAT OT TeMara.
T.e. cioMeHpT TONazia B 0COOeH poj CyOOpAMHALNS — HeroBata 3Ha-
YMMOCT B IIAMETTA C€ OIPeMesisi CIPSIMO HAKAKBa T€Ma, IPOM3TUYAIIA
OT eK3WCTEHIMaTHa HeOOXOMMMOCT W/IU TPUTEKaBallla HAKAKBA €K3-
UCTEHI[Ma/THA TeXeCT (KaKTO 3a MHIMBU/A, TaKa U 3a OOIIHOCTTa). 3a
aKTyaIM3MpPaHEeTO Ha BCUYKO TOBA CIIOCOOCTBA TeATPATHMST CIIEKTa-
K'BJI JOPY CaMO ChC CBOsITA Hail-6a30Ba YCIOBHOCT, omycaHa oT [Inutsp
Bpyk - ,40Bek BbpBU IIpe3 (TOBa) IPasHO MPOCTPAHCTBO M HAKOI PYT
ro Habmopasa“ [BROOK 2008: 11]. Brrpeku ekcTpeMHO acCKeTMYHOTO
»YCTIOBHE", KOETO MOCTaBs BpyK, 3a HaMM4MeTo Ha ,,TeaTpajieH akT", TO
pasKpuBa BaKHU B3aMMOBPB3KM. Haii-Ba>kHaTa OT TAX e, Ye HSKOIL e
HaIIpaBWJI YCUJIME Jia IOJifie IO TOBA ,,IPOCTPAHCTBO , @ APYT MMa KaKBO
Jia TOKaXke, M3paseHo B ABIDKeHNe. T.e. 32 a ce M3II'BIHAT T3 JeNCT-
B, TPsI0Ba [1a MMa HsAKaKBa 6a30Ba KOMYHMKALIVS MEXAY TSIX — HAKO
e ChOOLINT Ha AT, 4e Iie Obfie ,TaM", a JPYTUAT € OTTOBOPIJI Ha TOBA
ChOOIIEHIe CHC CBOETO MPUCHCTBIE. AKO Te3M YCIOBUS Ce UBITB/IHAT B
pasbupaTencTBo, MOXe fia ce KaXke, 4e MMa Hajlllle MaJIKO ,,0011eCTBO"
criopef ompefienieHneTo Ha peuHnka Mupuam-Ye6ctop. Tam ¢ To3u Tep-
MJH Ce O3Ha4aBa ,,JOOPOBOTHO CAPY)XeHMe Ha Xopa 3a 061 e S.
B o606ueHneTo Ha Bpyk ImpucbcTBa THKMO TOBa pasbupaxe, 6e3 fa e
[OCOYeHO M3pUYHO. be3 fa nma pasbuparencTBo u Bede Gpopmymupa-
Ha ,,00Ia [en MeXX/y USI'BTHUTEN M 3pUTeN, He 01 6110 Bb3MOXKHO
Jia Ce OCBILECTBU 3HAKOBOTO ,efMH YOBEK MUHABA IIPe3 TOBA IPa3HO
IPOCTPAHCTBO, a IPYT /ja To Habmoxasa. JJopy ToBa MMHUMAIHO He-
06X0/IMIMO YCIIOBIE MOXKE Jla MHULIMMPA TTPefHA3HAYEHIIETO Ha ITaMeTTa
B KOHTEKCTa Ha JOKYMEHTA/IHOTO, KaTO aKTya/lusalys Ha HeIo ,00-
LIECTBEHO 3HAYMMO ',

8 Bwox: https://www.merriam-webster.com/dictionary/society
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3a fma ce akTUBMpa QYHKIMATA HA IAMETTa, € HY)XHO He CaMo
MEHTAJTHO yCHIMe, 0COOEHO IO Ce OTHACS /IO HeJTHUSA ColiaeH edeKT.
HeobxonuMo e 1 HAKaKBO IeVICTBUE, IPU TOBA OOLIO JeiiCTBUE, a He
MHAVBKAYaTeH akT. KaTo moTBBpK/eHMe Ha MpeIoKeHaTa HeoOXo-
IMMOCT MOXKEM [Ia Ce OIIpeM Ha elHa XW/IsAHOJeTHa IPaKTUKa, JOKa3-
Ballla HelfHaTa e()eKTUBHOCT — Tasy Ha I'bpkBara. B EBanrenmero cno-
pen Jlyka ce o6pblia BHMMaH)e Ha YCTAHOBSBAHETO HA JI'BbITOBEYHATA
HpaKTMKa Ha eBXapUCTUATA: ,J] KaTo B3e X116 u Omaropapu, mpenomu
U UM Jiajie, Ka3Baiiki: ToBa € MoeTo TA/I0, KOETO 3a Bac Ce [jaBa; TOBa
npasete 3a Mot ciomen.“? Tyk Tpsi6Ba fa 06'bpHeM BHUMaHVe Ha HA-
KOJIKO Hellla, 3a [ia M3SICHUM KaKBO MMaMe TPeIBU[, KOTaTo MCKame
Jia IOTBBPAUM HeOOXOAMMOCTTA Ha IIaMeTTa Ja Ce aKTya/lusupa upes
JeicTBue.

Ja ce BbpHeM KM npemokenns ctux ot EBanrennero. [IppBo
HeKa CU 3ajjaJieM BBIpOca Koe fia ce MpaByu. T'bKMO M3BBPIIEHOTO OT
Xpucroc ,IpenoMsaBaHe Ha X/10a“, wim, Mo-o01o kasaHo, [TacxanHa-
Ta Bedyepsi, Ha KOSATO BsipBamuTe mpuemar Tsmoto u KpbBra Ha cBOsSI
Cnacuren. To3n ,,akT” Ha eBXapUCTHATA, T.€. ,IIPe/IOMsABaHe" Ha X/Is10a
¥ TIOJIHACsIHE Ha ,4allaTa ¢ KpbBTA“ Ha XPUCTOC CBHIECTBYBA I 10 AeH
JIHellleH, M3II'BIHSABaH B OOTOCTy)XeHNATa Ha I'bpPKBaTa 0e3 IpeKbC-
BaHe JleCeTKV BeKOBe Hapep. Toil akTyamusupa, Jopu ,Bb3BecTsBa ‘0
cMBpTTa Ha [OCHofa U HEroBOTO Bb3KpeceHNUe M M3KYNUTETHO JeNO.
CroMeH'bT 32 TOBA € HAJIMYEH, 3AI[0TO TOCBETEHNTE HPABSIM MO06d, U3-
BBpIIBAT HAKAKBO JIE/ICTBE, KOETO € B CMHeprusA ¢ boxxuero neiicTue.
ITpu TOBa CIIOMEH'BT € Ha/IMYeH >KIBO, KOTATO Ce ,,IIPAaBU OHOBA, KOETO
€ 3aBellaHo /ia ce TpaBu. T.e. TOI Bb3-7[€IICTBa, KATO BOIY KBM CIIace-
HUe, 4pe3 mprobuiaBane KpM Xpucroc. MoxkeM fia 06bpHeM BHUMa-
HIe, Ye He e Ka3aHO ,,BCEeKN [la TIPaBM TOBA', a ,,lIpaBeTe TOBA', T.e. BCUY-
KM 3aelHO TPsI0Ba [ja TO MPaBsIT, @ He BCEKM MOOT/ENHO. Taka e mpueTo
U B IIpaKTUKaTa Ha I'bpKBaTa. He MoXe caM CBeIleHMK fia M3BBPIIN
MUTYyprus. Bcuuky 3aeHO MpaBsT Hello 3a ,,CIIOMEH , KOMTO ,,Bb3Be-
cTsABa“ U B KpajlHa cMeTKa mpuobiasa kpM bora - ,,Koiito sne Mosita
wrbT U e Mosita KpbB, ipedbaBa B MeHe, 1 A3 B Hero ‘1. T.e. Bcuuku

9 Jlyk. 22:19
10 1 Kop. 11-24
11 Yoan, 6:56
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IPaBAT HElO 3ae[HO, KaTO TOBA VIMa OTHOLIEHME U KbM OOLIHOCTTA 1
K'bM Bceky nootenHo. [To aHanorns, 6e3 ga nma 60>kecTBEH XapaxTep,
JIOKyMeHTa/THaTa [TaMeT, peaM3MpaHa Ipef COLMyMa, ce aKTyaIn3upa
¥ B/IU3a B CUHEPI sl C OOIIHOCTTA U C IMYHOCTHUTE, KOUTO 51 U3TPasKAaT.
Tasu B3aMMOBpBb3Ka Ha [EIICTBUE-Bb3/EIICTBIE HA TAMETTa 5 aKTyaJIu-
3upa 1 M IpKAaBa JOKYMEHTa/IHa CTOIHOCT. Ta He 6u 61/1a BB3MOXKHA
6e3 ,,M3II'BIHUTEN U 6e3 ,ITy0mKa’“.

CreffoBaTeTHO IEMICTBUETO, KOETO Ce M3BBpILIBAa IO BpeMe Ha
eIVH OKYMeHTaJIeH CIIEKTaK'b/I, KOETO JIeVICTBIE € CBBP3aHO C IIaMeTTa
Y HEJIHOTO O-C/IOBe-CSIBaHe M IIPEe3eHTUpPaHe, BChITHOCT aKTyaIn3upa
CIIOMEHa 1 TO U3BEX/ja OT MUHAJIOTO, U TO BBB/INYA B HACTOSALIOTO OU-
TI1e, KaTO TO OB/IACTSBA Jja Bb3/eICTBa Ha OOIIHOCTTA.

AKO OT BCMYKO Ka3aHO JOTYK MO>KEM Jla M3TPaiuM HAKAKBa MIIC-
JIOBHA Bepura, 0603HavYaBallja B3aMOZIEVICTBIETO MEX/TY ITaMeT 1 ,,10-
KyMeHTaJIeH  pa3ka3 Ha 4OBEILIKa MCTOPUs, TO T 61 TPpAOBAIO Jja 13-
I7IeX/ia TaKa:

1. CrbuTre/o6eKxT/cybeKT

2. Bp3peiicTBre BbPXy IMYHOCTTA

3. CriomeH 3a cb6UTHETO (BK/IIOYBA BCUYKY HMBA HAa BB3IIPUs-
TIie — eMOL[IOHA/THO, MEHTA/THO, CETVMBHO), KOETO IIOIIafia B TAMeTTa

4. CybopayHanus (IMYHa eK3UCTEHIIMATHA TeXeCT)

5. Heob6xomumocT (0611eCTBEHO-EK3MCTEHIIMATHA TEXKECT)

6. CrofiensiHe (HAKAaKBO [IICTBUE Ipel APYTM XOpa, COLManeH
JKECT)

7. IlpremaHe u caHKIus (OT OOLIHOCTTA)

Benuky Touky oT 1 1o 6 ce OTHACAT Aa paborara Io eHO HOKY-
MEHTATHO MpefcTapieHne. Ta3u Bepura 6u 61mma mo-K'bca, aKo ce OT-
Hacs JI0 JOKYMEHTHU OT APYrM OOJacT! Ha OOI[ecTBEHOTO OuTme. AKO
usnonsBame ,AHTHIoNara Ha bpue®, o603HayaBama cbOMpaTeNHOTO HA
»KVBOTHU, KOUTO Ca KaTaJIOTU3VMPaHu 1 U3nmoKeH! B 3oomapk’ [BRIET
1951/2006: 9-10], To ToraBa Bepurara 6u 3anodHana ot 1 (mmame 06€exT),
e IpecKo4n 2, 3 1 4 U 1ie NPOLB/KM OT 5 — HAKOI € PellNI, 4 TO3U
00eKT MMa OOIIECTBEHO-EK3VMCTEHIMA/IHA TEXECT, CIel KOeTO Io 6 —
,CIIOMIENIST, U3TArailKii TO B K/IETKa M HaKpasi 7 — OOIIHOCTTA IO TO/1ara
Ha ,,CAaHKIUs , KaTo 0B0oOpsIBa, MOPUIIABa, IIAINa ONJIET, 3 Ia TO BUAU
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u T.H. OTHeCeHO KbM IpeljIoKeHaTa ,Bepura’, cuelupuIHOTO Bb3-
Jie/iCTBYIE Ha TOKYMEHTATHMsI )KaHpP e HeOOXOMMO JIa B3aMMO-JIeliCTBa
C TIaMeTTa BB BCsIKA €fHa OT Te3M LIECT TOYKY, 3a JIa Ce Hapede Jpa-
MaTyprusta Wiy IpefCcTaBIeHNeTo ,,JOKYMeHTamHO . B 7-a Touka crek-
TaKBIBT Ce aKTYaIM3Mpa KaTo ,,JOKyMEHTalIeH 11 Mo)ke Ou Iomajia B
[IaMeTTa Ha CBOWTE 3PUTEII.
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+OBPA3 N TIOAOBUE" HA
NOPAAH PAAVUKOB EAHOBPEMEHHO
KATO ,MOAPAHUAA" N KATO
+3SAKbCHAAA" TTMECA

BAHS ITETKOBA!

YORDAN RADICHKOV'S “IMAGE AND LIKENESS"
AS BOTH A‘FOREGONE’ AND A ‘BELATED’ PLAY

VANYA PETKOVAZ?

Pestome: CraTusta pasriexpa ,Crydas  OKOlo IMyOnuMKyBaHaTa
mpe3 1986 r. muneca ,,O6pa3 u mogo6me“ Ha VlopnaH Paguukos,
KaTo Ce CIMpa Ha LeH3YpHMUTe HaMeCU ¥ BIaCTOBY pPefaKI[U.
O6pbiia ce BHMMaHMe U Ha CLIEHNYHATA peann3anns Ha mueca-
Ta B pexxucypara Ha MiasieH Kucenos Ha cuieHaTa Ha HapopgHus
tearbp npe3 1990 r. IIpobnemaTusupar ce ,,IOApPaHABAHETO U
»3aK'BCHEHMETO  CIIPSIMO Pa3/IMYHUTE TTOTUTUIECKN KOHTEKCTH,
He Ha MOC/IETHO MSCTO, IPOOTEMATU3NPAT Ce B CHIIOCTABUTE-
JIeH TUTaH ¥ BapMAHTUTE U peJaKLUNNTe Ha I1ecata UMEHHO Ipe3
unesTa 3a ,,06pasa“ u ,,mogo6meTo"

Kntouoeu 0ymu: npamaryprus, KoMeans, 1eH3ypa, COIMAIN3bM,
1989 r., Hapopgen tearbp
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Abstract: The article explores the “case” surrounding Yordan Ra-
dichkov’s 1986 play Image and Likeness, with a particular focus
on instances of censorship and authoritative editorial interven-
tions. It also examines the play’s 1990 stage production, directed
by Mladen Kiselov at the National Theatre. The analysis problem-
atizes the notions of “being ahead of its time“ and “lagging be-
hind“ in relation to shifting political contexts. Moreover, it offers
a comparative reading of the play’s various versions and revisions,
interpreted through the concept of “image” and “likeness®.

Keywords: dramaturgy, comedy, censorship, socialism, 1989, Na-
tional Theatre

OcHoBHNTE BBIIPOCH, HA KOUTO 1€ Ce CIIPa B TO3U TEKCT, ca: KaK
PagyudxoB Bnusa B ApaMaTyprusTa M TeaTbpa, KaKBa € ,HepaBHOMEI-
HOCTTA" Ha Ta3M M0sIBa, KaKBM 6a30BM BBIIPOCH MIOCTAB T4 (3a )KaHpa,
CIOKeTa, 00pasnTe, AeICTBIETO), KAKBB € CMEXBT MY, KAKBO € TeaTpasl-
HOTO ,,0lTaKOBaHe"“ Ha PajiiukoB, B3eMallkyl IIOBOJ 3a HEr0 OT GOpMy-
nupoBKara Ha boiiko IlendeB u Hukomna I'eoprues 3a ,,iurepaTrypHOTO
omaxkoBaHe“ Ha PaJgn4KoB mpe3 BropaTa MMOIOBMHA Ha 60-Te U OCHOB-
HO mpe3 70-Te, ¥ He Ha IIOC/IENHO MACTO — Kbfie CTOM BbB BCUYKO TOBa
»,00pa3 u mopobme”, efHa OT MO-KBCHUTE MY IIVeCH, KOATO Ce OKa3Ba
€THOBPEMEHHO ,,[TOfipaHI/Ia" U ,,3aK'bCHSI/IA".

*

C mbpBata mueca Ha Vopan Painukos 3anousa Heropara ,,pbue-
HMIIA B TeaTPa/IHNUA CAJIOH ", KAKTO TOJI OIIpefieis I0ABaTa CI B TeaTbpa,
BPBIIAMKY Ce KbM Hes B Oe/leXXKuTe KbM ,,JIasapuma™ ,,B onns ropn-
HU CMATaxMe, 4e ,,CyMaToxa“ e OINT fa ce MOKake phbUeHNIA B eVH
TeaTpaJieH CaJioH, KBbIEeTO Ce UIPasAT IpeAMMHO BajcoBe. [lamu fnobpe,
WIM JIOUIO Ce UIpa Tasy PBUEHMIIA, IMYHO a3 He MOra fia IaM OILIeHKa,
Mora Jla Ka)ka caMo, 4e pbueHuIaTa 6e n30yTaHa 1eK0, TUXOM'B/IKOM, OT
TeaTpa/HUA CaJIOH, KaKTO ce M30yTBa JIeKo OefileH pOfHIHA, IPUCTUT-
HaJI HEeIIOKaHeH Ha 6aya. TeaTpa/THMAT Ca/llOH NMPOJB/DKM Jja BaJICyBa,
a a3 Ipe3 TOBa BpeMe ce 3aKaHBaX, 4e OTHOBO e M/la HelIOKaHEeH Ha

«

6asia, 3a KOSTO LieJ/I 3all09HaX fa ruina Hosa nueca” [PAIVYKOB 2018:
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103]. PagnuKoB f1efiCTBUTETHO B/IM3a B ApaMaTyprusiTa HU U e[JHOBpe-
MEHHO C TOBA U B T€ATbPa C ,,HEPABHOMIETHIS TAKT , XapaKTepeH 3a P'b-
yeHnuata. Herosara ,acumeTpryHa“ osiBa B paMKUTe Ha HAJIOKMIOTO
Ce ¥ Ha/JIaTaHOTO B TO3M MEPMOJ APaMaTypruyHO MICaHe e OTKPOsiBa-
Ija ce U JJOpY psA3Ka: Cpefi KYKypUIaHEeTO Ha MeT/IN, I7IacC, KOITO MaMMu
HsKAaKBa KpaBa, Cpef; OKadyeHNTe KYKepCKU MAacKM 110 'bpBeTara BHe-
3aIIHO B ITbpBa 4YacT Ha ,Cymaroxa“ mposBy4asa rmaceT Ha [ora: ,Ille
npopaMm npacero. Camo Mu sifie XpaHara. Kosmkoro moseue sijje, TOMKO-
Ba IT0 CTaBa Ha TPUOH M My pacTe 3yprnara“ [mak tam: 7). C ToBa I'bpBO
npoxyMBaHe Ha Tolja ce pasTBaps PagiukoBUAT fpaMaTypriudeH CBAIT,
KOJITO Ce pasinpsiBa u MpumIo6mBa AbIO60YMHA, ITBTHOCT 1 06€M U CbC
crnepBamuTe My nmecu. [ogunara e 1967 r. — BpeMe, B KOETO Bede ce €
nosiBuo ,CBupero HacTpoeHue“ (1965), TOKy-110 e u3fazeH u coop-
HUKBT ,Boponeil”, mpeBbpHanu ce B [jBe OT IPO3aNYeCKUTEe MY KHU-
T, KOUTO CTaBaT Ba)XHM U 33 IpaMaTyprusaTa My B epCHeKTUBaTa Ha
aBTOTeKcTyanHocTTal. [Ipes chiiaTa rogyuHa Ha febr0Ta Ci B Tearppa B
MHTEPBIO, KOETO e ITyO/IMKyBaHo B ,HapongHa Maiexx HAKOIKO Mecela
cJlef; mpeMuepara Ha ,,Cymaroxa“, Ha BBIIPOCa OTK'bJie YepIly MaTepual
3a CBOETO TBOPYECTBO, T'hIl KATO € M3BECTHO, Y€ IICATEINTE ,, dEPIISIT OT
XUBOTA", PaiiukoB OTroBapsi: ,BCMYKM YepIIsAT OT efHO U CBIIO MSIC-
TO. A3 MUHAX MaJIKO MMO-K'bCHO OTTaM, BU/SIX OTKbJIE Ca YePININ, HO
HaJI cera MMcaTennTe CTaHaXa MHOTO, KOt OTK'bjie MUHE ¥ YepPII, KOt
OTK'bJI€ MUHE U YePIIN, Y U3YEPIIA/IN TIOYTH BCUIKO, [IIOTO CAMO OT €JHO
MsicTO yeprisiT. KakBoTo 6ele ocTananmo Ha JBHOTO, a3 HOCHOpax U ce
HOMBYNX Jja Bjle3e B pabora. T'bil ye Ha APyrM MecTa He CbM XOAWII Jia
YepIisi HM TEMU, HU CIOXKETH, JOPU MSICTOTO U J1a IIPEChXHE, a3 TaK e
vepns ot Hero* [PAIIVIYKOB 1967: 4]. 3aj; 11eroBUTO-XyMOPUCTUIHUA
TOH Ha MIHTEPBIOTO Ce OTKPOSIBAT, OT €Ha CTPaHa, CAMOYYBCTBMETO I

3 Vma ce mpeaBuy aBTOTEKCTYa/THOCTTa B pasbupaHeTto Ha Pajjocser Komapos n
upnesTa 3a ,HOBUTE TEKCTOBE, KOUTO Ce Chb3[jaBaT B MHEMOHMYECKaTa paMKa Ha
npepumanTe . Bxx. [KOJIAPOB 2009: 7]. ITo orHowmenre Ha PaguykoB VHHa
ITenieBa BBBEXXAA , TEKCTOBOCT KaTO pa3bypaHe 3a HETOBOTO IIVICAHE, OIpefe-
NAMKY ApaMaTyprusiTa My KaTo ,,BTOPMYHA, HO BBIIPEKU TOBA HEMOBTApsLIa
M3LSIO M3XOMHS IPO3aMvecKy TEKCT, a fomrbiBania ro, BK. [[IEJIEBA 2018:
422, 423]. Ilo-pano npes 70-te CHexxuHa [laHOBa mocouBa, ye PaguykoB He
[paMaTyusypa, a N3Io/a3Ba OeeTPUCTIKATA CU KAaTO ,KaHaBa“ 3a KOMENUNTE CI,
BX. [[TAHOBA 1977: 192].
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CTabMINSMPaNMAT Ce Bede MucaTeicku obpast, a or mpyra, mperpa-
I[aHETO K'bM ,4epPIIeHETO Ha )KM3HEH MaTepua’, U TO OT ,,e[HO MSCTO',
ajipecupa efMHOHAYA/IMIeTO Ha METOAA Ha coljpeanyusMa. B mpoHusaTa
Ha CbOMpPaHeTO Ha OHOBA, KOETO € OCTAHAJIO 10 JBHOTO, He IIPo3upa
HeIpeMeHHO UJIesATa 32 ,0CTATBINUTE KaTO HEI0 3aXBBPJIEHO U IpU-
HM3BAIIO, HAIPOTYB — B TOBA ChOMpPaHe MO [/bHOTO 1 YepIieHe OT HEeTo
JIOpY KOTaTo 3a APYTUTE M3TOYHUKDT € IPEChXHAJI, MOXKeM fia pasIo3-
HaeM PapgyukoBusa nodepk. Kato ue m oT Te3an HeBUIEHM U HEIOTBp-
CEHM OT OCTAHA/INTE APAMATYP3U OTIOMKY OT TeMU, 00pasy U CIOXKeTH
Pangn4koB ce BB3II0/I3BA B HAII-TONIAMA CTEIeH, CIVIOOABAVIKY I, Cb3-
laBaliKyl HAII'B/THO HEIIPEBU/IVIM B CBOSI IOPSIIBK CBSIT OT KPOKORMIIH,
Oe/yt BB/ILIM, MACKY, 3€JIeHY /bPBeTa, Xabu, IpaceTa U CyMaTOXM.

C nosiBaTa Cy II'bpBaTa Ieca Ha ipaMaTypra oTBaps TBbpHe MHO-
O BBIIPOCH, TAKMBA, KAKBUTO Ca CHIHOCTHIY 3a [PaMaTyprusTa I Tea-
Tbpa. ToBa ca BBIIPOCKTE 3a XKaHpPa (KAKBO TOUHO Ca HETOBUTE IINeCH),
3a cloKeTa (1Ma /Y TAK'bB B TPA/IMIIMIOHHOTO CXBalllaHe 3a ,,001110 TeMa-
TUYHO ¥ UJeIHO 3By4eHe Ha miecata” [[TAHOBA 1973: 87]), 3a o6pasu-
Te (kouTo 6U TpsAO6BANIO Ja ce Pa3KpuUBAT B JIVICTBMETO), 3a KOH(IMKTA
(3agpmKkuTenHaTa 60pOa M MPOTUBONOCTABSHE/CTBIKHOBEHNE) Y T.H.
U pasbupa ce, TyK CTOU ¥ BBIIPOCHT 32 METOJA — IPUHAMIJIEKI JIN U KaK
HOpUHAAIeXN Ha coupeannsma PaguukoB. Taka KakTo Ipy IbPBOTO
pasrinexxgaHe Ha ,Cymaroxa“ B CaTMpUYHUA TearTbp IPUCHCTBALINTE
4JIeHOBE Ha XY/O)KECTBEHNS CBBET Ce MUTAT KAaKBO fla PABAT C Tasn
mueca, OTK'bfle fia O'bjie IoXBaHaTa U OO/IVKeHa, TaKa U MaJIKO I10-pa-
HO OT cpefiaTa Ha 60-Te B KpUTMYECKIUTe CTaTIM, IOCBETEHY Ha IIpo3aTa
MY, CTOM NPUONMM3UTENTHO CHIUAT BBIIpOC. B uscnensanero cu ,,IIpo-
TPeCUCTH U KOHCepBaTopu. TeMmopanuu Mofenu B ObIrapckara jInTe-
parypa ot kpas Ha 40-Te 1o 70-Te rogyuay Ha XX Bek” [[IEHYEB 2023],
U TIO-CIIeMaHO B IaBara ,OIaKoBaHeTO Ha PaJlMdkoB: rpoTecka,
MMUT, KapHaBan , boiiko IleHueB mpociensBa Me0ONOrNIECKOTO ,,0la-
KoBaHe“ Ha PaaidyKkoB, IIOCOYBAIKM KaTO IIOBOJ 3a IPOABIXKABAHETO
Ha TO3M aHa/nu3 cratusATa Ha Hukomna I'eoprues ot Havanoro Ha 90-Te

4 ToBa e mepro’bT, B KOITO 110 AyMuTe Ha VIHHa [leneBa Beve e HanmoxeHa co6CT-
BeHaTa ,,pa3ka3Badecka MapKa“ Ha Papgyukos, Bx. [[IEJIEBA 2018: 421].
LIuTHpaHOTO MHTEPBIO 3aI04YBa C MmopjajeHara Monba or PagudkoB ma ,,0bme
HasHaueH 3a mucaten ', Bxx. [PAIVIYKOB 1967: 4].
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»OT CBUpPeNoTO HacTpoeHue KbM urpususa koudopmmusem” [[EOPI'N-
EB 1990: 4]. /IunusATa Ha o4epTaHUTE MPOOIEMaTNYHY BB3/1mM oT Huko-
na I'eoprues u boiiko IleHueB e KI04oBa He caMO 3a IIPOC/IENABAHETO
Ha JINTEPAaTYPHOTO ,IIPUCHOCOOsABaHe M ,0llaKoBaHe“ Ha Pagumkos,
HO 1 3a TeaTpanHoTO. B crarusara cu Hukona I'eoprues npobremarn-
3upa ,,CTOeHeTo BCTpaHu” Ha Vioppman PainmukoB OT Myieonorndeckus
KOHTEKCT, TIOfuepTaBaliKy, 4e Toil He e 6e3ydacTeH MM SICHO IPOTH-
BOIIOCTABSIII Ce Ha 06pasa, KOMTO 3aI04uBa Jja ce KOHCTpyupa mpes 60-
te. O6pa3pT My cTaBa pas3no3HaBaeM, Hocousa Hukoma [eoprues, npes
MUMONOZUUHOMO — HAPOOHOCHOMO — PONKNOPHOMO — HAPOOHO-CMe-
x060mo — kapHasanHomo. C [pyTyu JyMU, IIOCTaBEH € eTHOBPEMEHHO B
PEeXUM Ha ,4eTUMOCT, HO U Ha ,,conuanta 6e3kondnukrHOCT . KakTo
TOII'b/IBA U apryMeHTUpa ToBa 1 boiliko Ilendes, 1Ba 0CHOBHM BXOfia 3a
»OIIAKOBaHeTO“ Ha PaJuKOB ca M3ION3BAHM: EAMHIAT € Ipe3 ,HallMo-
HAJTHOTO', @ APYTUAT € IIpe3 ,KapHABATTHOTO . BBIIPOCHT 3al1[0 € HY>KHO
PagnukoB fja 6bfie ,,ipucocobsaBan", Ha MOBBPXHOCTTA CU UMa CPaB-
HUTETHO sICEH OTTOBOP — 3AI[OTO He Ce BINMCBA B IOMUTECTETIYECKATa
nokTpuHa. OTTYK BB3MOXXHOCTUTE VSIVIEKHAAT JiBE — ,MI3BEXKJAHETO
Ha ocobeHaTa aMCTOPMYHOCT M aTeMIOPATHOCT Ha PafjudykoBuTE re-
pou” [[IEHYEB 2023: 284], 3a ma ce onpaBpiae TeXXKOTO HeChBIIaieHIe
MeX/y Tepoil ¥ NICTOPMYECKU MOMEHT (6a30BO OYaKBaHe OT MapKCUCT-
KO-7eHnHCKY no3uiun). 1Ilo ce oTHACs 10 ,,0AKOBaHETO HA CMeXa Ha
PanyukoB, aclieKT, KOMTO TyK Me 3aHMMaBa IoBeue, 1 3a Hukorna ['eop-
rues, 1 3a boiiko IlendeB ToBa mpoTHyYa Ipes ,LONAMOTO OaXTUHMAH-
cKo 4eTeHe Ha PammukoB® [mak Tam: 295]. BaxkHo e HabmoneHneTo Ha
boiiko ITeHueB 3a TOBa, Ye IbPBUAT MOACTBI KBM CMeXa 11 KOMM3Ma Ha
PafydkoB OT CcTpaHa Ha W/EOJIOTMYECKNsI HApaTUB € HaIlpaBeH Ipes3
»XYMOPUCTUYHOTO: ,KasaHo 1mo-o60611eHo, KpUTUKaTa B cpefarta Ha
60-Te M3Majia B HEBB3MOXKHOCT Jia MHTepIpeTpa PafindkoB yTBBp-
IATETHO, CTIa3BaliK/ HOKTPYHATA Ha COLMAINCTUYECKIS Pealns3bM 3a
TUIIMYHNUTE, COLMATHO U ICTOpUYeCcKM 00yclIoBeHN Xapakrepu. Pajira-
KOB MM € ,,peasliCT , HO TOraBa HEIIPOCTMMO OKapMKaTypsiBa CeNICKI
COLIVAIMCTUYECKU TPY>KEHMK, W/IV € HeIlo JIPYro, KOeTo He MOomNaja B
KIacu@MKalMOHHATa pelleTKa Ha COLMannCcTudeckus peammusbpm. Oc-
BeH aKo He O'bjle eTMKeTVPaH KaTo ,,XyMOPUCTUYHA TuTeparypa’ [mak
tam: 287]. MoXkeM [1a JOIIbIHNM, Y€ OCTaBaHeTO Ha PaguykoB B maneu
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HO-HEIPeCcTVDKHATA TEPUTOPMA Ha XyMOPUCTUYHOTO® € KPAaTbK eIlu-
3071, KOJTO CIIy>KM 3a IOCTABAHETO MY B HAKaKBa IpUEM/INBA BUJU-
MOCT, fICHO (popMy/IMpaHa OT MO3ULMNTE HA UJEONOrMYecKoTo. Tbi
KaTo XyMOPBT 3a€Ma HM30BMUTE YacTH OT NMpaMuUpaTa Ha ,,Abp>KaBHUA
cMAX" IIpe3 coLMann3Ma, CaMUAT PaliyKoB He MPeCcTosABa B0 TaM,
3aI1l0TO, KaKTO Imocoysa 1 boiiko Ilendes, To € MpUABMXEH OTYETIIN-
BO KBM ,IIAPOAUITHOTO®, ,[POTECKHOTO, ,IPUMUTUBHOTO 1 ,KapHa-
BanHOTO . IIpes Tsx 6e3 ocobeHM KaTakamsmy obade MpObIXKaBa fia
6'bjie yeTeH u cient 1989 .
*

ITo nMHMATa Ha cMeXa e HY>KHO Jja 00bpHeM BHUMaHMe U Ha Ollie
HeII[0 — TaKa KaKTo ,TOMSIMOTO OAXTMHUAHCKO YeTeHe" 3aB/IajisiBa 3Ha-
YUTETHU TEPUTOPUM OT TUTEPATYPO3IHAHMETO Y T€aTPO3HAHMETO IIpe3
60-Te u Hal-Beve npe3 70-Te, TaKa KaKTO TO BTBBPHABA U 3aCTONOPA-
Ba IIO]] MacKara Ha ,,0y/THOTO 1ecTBre obpasa Ha PafiiikoB, OTTYK U
rO CTepeOTUIIN3NPA, TaKa U caMaTa TeopuA Ha baxtun cnen 1989T. e
CTEpeOTUIIN3VpaHa KaTO OCHOBEH METOMONIOTMYECKN K04 3a YETEHe-
TO Ha ,,CBIIPOTMBUTE U TIOAPUBHUTE )KECTOBE  K'bM TOTATUTAPHMA pe-
xuM. B nsacnenBanero ,JIppxaBausaT cMsax” Ha EBrennmit [JoopeHko n
Haranus [IxoHcpH-CKpajon ce o6pblia BHUMaHNe IMEHHO Ha TOBA U
nopi06eH apryMeHT CBIIO CTOY B IMIO3MLMATA M Ha OTMeCTBaHe OT OIl-
THKaTa Ha KOJIEKTUBHUA CMAX, CXBAIllaH KaTo ,,HEM3MEHHO aHTUTOTA-
JIATapeH, JEeMOKPaTIyeH |...| MOIIIHO CPEICTBO 3a pyIleHe Ha fiepapXumn-
te“ [DOBRENKO, JONSSON-SKRADOL 2002: 3]. KakBo o6aue B TO31
pe/l Ha MIC/IH 32 CMeXa U KapHaBasa KasBa camuat Vlopnan Pagnukos?
B egHO cBOe mHTEpBIO OT 1982 I, my6nuKkyBaHo B ,HapopHa Kynrypa’,
TOJI IMPEKTHO, 1 TO 6e3 0COOEHO IBOyMeHe U ,,3araJ/bYHOCT, IIPaBU
OIIUT Ja Ce OpaslN4yl HAII'B/IHO OT ,IIPMBBP3BaHETO KbM KapHaBajia
Ha baxtun. Ha Bpnpoca va Jumutbp Craiikos: ,,B TBopuecTBoTO BII
U3C/IeflOBaTe/INTe OTKPUBAT IPMOPUTETA Ha CMeXa, Ha KapHaBa/JaHUA
cMAX Ha cenoro. KakBo mmcinre 3a ToBa?“, TOil OTTrOBaps C/IEXHOTO:
»KapHaBaJ e Helo 4y>k710, TO He e Obarapcko. Hue HAMaMe KapHaBa-
. Vimame xopo. Texxko X0po, BUTO XOPO, KP'BIITHO XOPO, YOpOa K mii-

»[eTOTO Ha XyMOPUCTHYHATA JIMTepaTypa” Mo ompefeneHnero Ha b. [leHdes,
BX. [mak tam: 287].
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CKO XOpO, a TaKa CbII0 1 pbueHuIa. Ho ¢ xopo u pbueHnIa rearbpbT
He MOXe Jja ce 00sICHM, 3aTOBA HIKOY HAaBSIPHO KasBart: ,,AMI TYPU MYy
TaM eHO KapHaBa/IHO, TO Ille My € JOCTaTbyHO . Taka Mucns, de bait
[aHbO Typs cBOeToO MOOUMO ,daranHo”. B ,Snyapu“ nckax ga npep-
CTaBs eIMH OUT — TakKa, KaKTO Ce 3aI04Ba ¢ JOOPO yTPO, OOMKHOBEHO,
IIACTOPAIHO, IIOCTIE J1a Ce MVHE IIPe3 CMEIIHOTO, 1 [ja Ce CIIpe Ha CTpall-
HoTO. HO mrpa nma. Vma, Korato ocTaBaT TpuMa u Te TPsOBa Ia peurat
KOJ1 11le M3/ie3e Mp'bB. ToraBa HacT'bIIBA (asIlll U HAfUTPaBaHe IOMEX/Y
uM. [lo To3u MmomeHT urpa Hama“ [PAITYKOB 1982: 4]. ,,Typu my tam
eJHO KapHaBaJIHO, HEABYCMIC/IEHO yropobeHo ¢ bait-TaHboBoTO ,,(a-
TAJTHO, € I0CTA KPACHOPEYMB U B HAKAKBA CTEIEH HEOYaKBaH JKECT Ha
INyO/INYHO IPOTUBOIIOCTABSHE, OCMMBAHe I JOPY PUHM3sIBAHE Ha Lie-
1M KOPITYC OT TPyHaIy ce TeKCToBe npe3 70-Te u HadanoTo Ha 80-Te,
nocBeTeHn Ha PapmukoBust ,,kapHaBana . KakTo oT4eT/IMBO ce mocTaBs
Tyk: Vlopan PanuukoB mpojrb/kaBa /a HACTOSBA U /A 3allUTaBa CBOSI-
Ta ,,pHYEHNIIA, YUIITO OCHOBEH IIPOOIIEM €, Ye C Hesl TEAThP'BT He MOYKE
Jia ce 0OSICHM MMEHHO 3apajiyi TBbPJIE ,,HePAaBHOJETHUS U PUTHM, a aKO
HPOAB/KUM 6a30BOTO M OIpefie/ieHyie — U 3apajyl ,,IHAVBUAYTHIS
M xapakrep’, ,0bp3u cToiku u npukisikauus . [PBE 2026]. ITogo6un
XapaKTepUCTUKN ChC CUTYPHOCT MMAT HYXK/Ja OT ,,OIaKOBaHe", 3aI[0-
TO HOCAT CyMaToxa ¥ B >KaHpOBaTa CHUCTeMa, M B JIEMOHCTPUPAHOTO
OB/IafIsiBaHe Ha METOJA Ha COLMAIMCTIYECKISI peann3bM, HO Hail-Bede
B pa3bupaHeTO 32 KOMUYHOTO — ,,0bP3UTE CTHIKA , C KOUTO U3BETHBK
»CMEITHOTO CTaBa ,,CTPAIIHO".
*

IIpes 1986 r. PagnukoB nuille efyH OT MOCTETHUTE CU APaMaTyp-
TUYHM TEKCTOBe, KaKbBTO € ,XpoHukara“ ,,06pa3 u nopobme”. Ineca,
KOSITO JKOHITIMPa ¢ 00pasy, TeMU 1 CIOXKETHU OT CBETOBHATA [[paMaryp-
rusl. ,, XpoHnKaTa“ Ha PagnykoB ,,HepaBHOJEMHO  pa3KasBa 3a IbpBaps,
KOWTO cAfa Ha TpoHa Ha Puyapy III, sakynyBaiiku ro oT ChIIiuA TO3M
Kpan cpeuy kKoH. KoH cpeuy Tpon. Taka 3amo4yBa yIpaBlIeHNeTO Ha
»BpBaps, MO-KbCHO Kpas', KAKTO € BbBefleH 0T PaflidKoB B CIMCHKA
Ha JIefiCTBaINTe JINLA. ,,bpBapAT, O-KbCHO Kpajl pasrpblla yIpa-
BJIEHIe TI0 CBOJT 00pa3 1 mofobue, KoeTo e Ges3aHO OT HeOYaKBaH!U
¥ M3I'B/IHABAHM C pasMax peopMaTOpPCKM Uiy KaTo Tasn Jia ,BUTHe
KPaJICTBOTO CM Ha Kpaka', ,[IPeBPBIAIKV IO OT MajijiHa BBB BPBX .
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3a 1eTa KpaAT HapeXXzia fia ce Kollae IPbCT OT eHaTa [O/I0BMHA Ha
KPaJICTBOTO M Jia Ce IPeXBBP/IA Ha [pyraTa, KOeTO ce OKa3Ba I'bTAT 3a
HOCTUTAHE Ha ,BPBX ... OT IPBCT. Ho BBIIpeKu KomaeHeTo 1 TpyIaHe-
TO Ha BBPXa B KPAJICTBOTO Ce MOJIBU3aBAT OCTA HEJOBOIHM TOIAHNUIIN,
OCHOBHO 000011eHM U paspoeHn npe3 HemoBomHMA NOJAHNUK, B pe3y-
TaT Ha KOETO KPA/IAT IpeJjjIara ia ce HalpaBy ¥ MACTO, Ha KOETO Hefjo-
BOJIHUTE JIa M3Ka3BaT CBOETO HEJTOBOJICTBO, €TO 3aIlj0 OTTYK BB3HMUKBA
u ,HepoBonHMIATa . O6pasbT Ha ,HETOBOMHNUIIATA BIIPOYEM MOXKe Jia
O'bfie pasyeTeH U Ipes3 T.Hap. ,COLMajIeH OTAYIIHNK , TEPMIHA, BbBeleH
ot CrossH MuxaiioB B Ha4anoTo Ha 80-Te, T.e. HEMIHaTa I0osABa B Pammy-
KOBaTa Iueca MoXke fia O'b/le BUISIHA KaTO UIEO/IOTMIECKI TIPUEMTNBA
U ,,HaBpeMeHHA" C OI/Ie]] Ha KOHTEKCTa.

MUKpOCIOKeTBT OKOJIO Nuecara Ha PagydkoB e u3BecTeH — T4 e
nyonuKyBaHa B ,,CbBPeMEHHUK  ChC ChKpallleHMsl, KOUTO TOJi IIpaBy,
KaKTO Ce TBBPAY, II0]] AUKTOBKATa Ha BIACTTa. B paskasa, KOITO ce 1u-
THpa 4€CTO, B TOBA YMCTIO U MeAUITHO, Mpy PagukoB uaBar ,Apyrapu
B uepHu abiaryu uummdepn [KAPAMAHYEB 2021], Hocemyn mmaatute
Ha CIVICAHMEeTO, TOKa3Bally My KOM ca PeIl/IMKUTE U PeMapKuTe, KOu-
TO Tps6Ba fa ormagHat. KaTo M3K/II0YMM ONMMCAHMETO HA JOLUINTE B
JioMa MY ,,pefJaKTOpu, KOeTO BHACS M3BECTHA TEATPATHOCT, IPUMEPBT C
»PEMAKTUPAHETO HA KPaK" Ha Ta3y Mueca OT CTpaHa Ha MOJIUTIYeCKaTa
B/IaCT € 0COOEHO 3HAKOB M KPACHOPEYNB B Ta3u CBOsI posiBa. [1ogo6HO
Ha MPUMepPa C MUHUCTbPA HA BBTPEIIHUTE PaOOTH, KOITO ,4eTe U pefa-
KTupa“ nuecara ,Komynucru“ na [eopru Mapkos mpes 60-Te, faBaiiku
CHBETY 32 KOMIIO3MI[VOHHY PEIIeHN s ¥ Bb3MOKHM ,,)KM3HEY TBBPIK/a-
Bauy ¢puHaMM, Taka 1 TyK B ,,O6pas u nmopobue” HamecnuTe ca AUPEKT-
HO Ha HMBOTO Ha TEKCTA, Te BHOOIIle He ca B PErCTbpa Ha O0LTe Ipe-
HOPBKIY 32 UJIETHOTO 3BY4eHe, KoeTo Ou 6m1o fobpe ja ce mpeocMmcIn
Hanpumep. PagukoB mpaBy MONpPaBKUTE U [Mecata XpOHMKa U3/In3a
B TO3M BapyMaHT. BpIpeku pasroBopure 3a HEMIHOTO IIOCTaBsIHE, KOUTO
Toii Bopu ¢ [luko Pydemxues, Toraga gupeKkTop Ha HapopHus Tearsp,
TSI OCTaBa B KaTeropusTa Ha YaKallyTe peannsalys TeKCTOBe Iopaju
Luaeitan cpobpaskenus . Kak obade u 3amo To3u TekcT Ha Pagnyukos
ce 030BaBa AMPEKTHO B MOf00HA nonumuyecka curyanusa? Ts uarmex-
fla TIPeABUINMA, OT €lHA CTPaHa, Thil KATO aJerOpPMUTE He ca 0COOEHO
TPYAHO YeTVMI, a IIpUTYaTa 3a [IbpBapsi, KOITO CTaBa Kpas, I HeTOBU-
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Te MOZJAaHNIIV € TBBPJe SCHO IpUIieieHa B I'bp)KaBHaTa BiactT. OT pyra,
myecaTa BCe IaK e MyOnmMKyBaHa, KaTo OT Hesl Ca TPeMaxHaTy KOHKPeT-
HI CMYIJABalll/l B CBOETO TOTaBalIHO 4YeTeHe npenparku. I[Ipes 1992 .
TS € OTIIeYaTaHa B I'B/IHMS CU BApPUAHTO, a B HOBOTO M3JaHME Ha Iue-
CUTEe Ha I7[op11aH PagiukoB ot 2018 T. ca yka3aHU B KBalpaTHM CKOOU
U ,pefaKkTupannte‘ Mecra. HoBoTo u3paHme oTBapsi MpOJyKTMBHATA
OIITHKA K'bM IPOC/IEsIBAHETO Ha HAMECUTE B TEKCTA, CPABHIBAHETO HA
»OPUTMHAJIA“ C HETOBUTE BepCUH, Ha ,,00pasa“ 1 ,,I0T00METO", BH3MOX-
HOCT, KaKBaToO PSMIKO Ce Cpellla B Ta3u M3C/IeIOBATENICKA MEPCIIEKTUBA.
CpaBHeHNe KaTO TOBA 3HAYUTETHO MOJOOPSIBA ,,BUAMMOCTTA  KBM Te-
KCTa U TIONIUTUYECKUTE QIYKTyaluu BbB 1 OKOlo Hero. bes ma 6bae
METOIONIOTMYeCK) abCOMIOTU3MPAHO, TOBA [JjaBa IIAHC Ja Ce BUAU KaK
TOYHO Ce ,,peflaKTHpPa‘, KAKBU ca KOHKPETHUTE LeH3ypupally cTpaTe-
TUU Ha BIACTTA. B KaKBO T ce e MPUIIO3HAIA M CBHIO TaKa — KAKBO €
HOfIMUHAJIA.

Taka KakToO B/IaCTTa Ce paslo3HaBa B Kapukarypara Ha bopuc
vumoBcku B ,,JIroty uyniku® wim B o6pasa Ha Kamio fHueB B ,,MauoBo
6bpno” Ha MupoH VIBaHOB, Taka 1 B Iuecara Ha Pafill4koB T IPOBIIX-
na ¢gparmeHT OT cBOsi 06pa3. [[Be OCHOBHU JIMHMK Ha ,,pefaKLMU‘ ca
HpeANpyeTy U TPsiOBa [ja Ipu3HaeM, Te He U3ITIeK/aT HUTO MHOTO IO-
CJIeIOBATE/THY, HUTO TBBPIE TOTUYHY C OI/Ie]] Ha OCHOBHUTE TIOJIUTEC-
TeTUYeCKM ChoOpakeHus Torasa. [[peMaxHaTy ca OT I'bpBaTa peMapKa
»Ipymna xmebapu, rpymna AbpBapy, Tpyna KUTANIN, IPyIa MIOCIOIMa-
HI ¥ TPyIla HETpU', OTTYK M OT CIOXKeTa, pasbupa ce, JJOKOJIKOTO Te
ca LIeHTPa/IHM 32 HeTo, @ BTOPUAT BUJ ITO-OTYET/IMBY HaMeCy 3aIlouBa
OT TpeTa ClieHa U YKeMaHMeTo Ha Kpanckus gororpad aa dororpadupa
Kpass1. ToBa e Hall-TIOCTIe[OBATe/THO IPOBeeHATa ,pefaKIyus" B Ijslata
mmeca, 3aj] KOSITO BEPOSITHO CTOM pasmno3HaBaHeTo Ha Tomop-Kusko-
BaTa IMPUBBP3aHOCT KBM (oTorpadupaHeTo U ,3amedyarBaHeTO Ha MO-
MEHTa“ B IPOTOKOTHY CPEI VIV Cpef COLMANUCTIYECKUTE TPY>KeHM!-
uu. Heka ja BUMM KaKBO TOYHO BBBEX/[A €[IHA OT Te3U PeMapPKIL:

Bcuuku ce pomoezpagupam, kamo 6 ueHmwpa Kpaackusm epa-

6 Cnopep nocouenoto ot Vuua Ilenesa B ,,Jlpamarypror Voppan PagmukosS,
Bx. [[IEJIEBA 2018].

7 B KOHTEKCTa Ha ,Bb3POAUTEIHMS IPOIeC Tasy Hameca BCe IAK M3ITIEKAA
IIpefBUANMA.
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OuHap O0vpicu OpveUermo, Kpansim 2o noausa ¢ selikama, a Kpaackume
co8emMHULYU ca nodpedeHu om 08eme Crparu. Bcuuku ca wupoxo yemux-
Hamu. 38yuu namepua. [PAIVIYKOB 2018: 276]

He 6u 61710 TpyRHO fa ce mpoYeTe TYK MapOANpPaHEeTO Ha MU3aH-
CLIEHUTe Ha B/IACTTA, OTTYK M YCBMHSBAHETO B ,lle/IeChboOpasHOCTTA”
Ha 1ofi06HO ,,dororpadupane® B IsIaTa MMeca USINEK/Aa apryMeH-
TUpaHO. PaukoB pasmosiara mpegHaMepeHo MapOAMITHO OITIEfANo B
CBOS TEKCT, €TO 3a11I0 He € HEOYaKBaHO, Y€ OIVIEKJAIIMAT Ce e Ce 3a7I0-
BUI C HY>)KHITE ,,peJaKIVM . YCIOPeHO Ha TAX o6ade OCTaBar JOCTa OT
MHOTro3HauuTenHuTe peruku (,Bropn BepHonoganmk: B eqHo cbeen-
HO KPaJICTBO, JOCAMM HAIIETO, KBETO CE OMMPA, ce e HACKMTAIA eHA
uzesi, ormacHo Heiro! He Moxkaxme f1a 51 pasbepeM KaTo KakBa € TOIHO,
obadye Ts1, TAKOBATO, pasroHM GaMmanATa Ha KpancTBoTo!“ [mak tam:
279]), KaKTO 1 06pa3HO-CIOYKETHUTE OTKPUTHS B IiecaTa Ha PaguiKos,
KOUTO He MPeAM3BUKBAT HaMecy (HampuMmep ,,HeOBOMHMIATA ). 3ama-
3eH e 1 puHATBT Ha MMecarta, KOeTo € IpeliefleHT 3a II0BEYeTO ApaMa-
TYPIUYHU TEKCTOBE OT TO3U MEPUOJ, BJI€3/IN WU BBBJIEYEHN B Urpa C
[IO/IATUYECKOTO.

B ,,06pa3 u mopobme” PagnukoB ce BB3MOA3BA OT egpusi Malabd
Ha [IAPOAMPAHETO, IPUABPIIBAIIKI HOJ] HETO IisI/Ia ,eloXa, KOATO TaKa
VIV MHAYe B MOMEHTA, KOTaTO TOJ IAIIIE TIecaTa CI, IPEXXMUBBA CYMII-
TOMMITe Ha cBOs pasmaf. [Ipes 1990 r. Mnagen Kncenos Bce mmak mocra-
Bs ,,O6pa3 u momo6me” Ha cueHata Ha HapomHMs TeaTbp, M3MOM3BAKY
LieH3ypupaHara Bepcusa® Ha nuecara. [IpeacTaBlIeHNeTO He POBOKU-
pa rojIsIM MHTEpeC, a KpUTUYeCKaTa My pellelys € CKPOMHa [0 06eM
¥ TIOXBa/IM. B IPOTOKO/IA OT XyHOXKECTBEHNs ChBET, IPOBEJI Ce B Kpas
Ha 1989 1., [luko Dydem e NPUIIOMHS ,,CIOXKeTa  OKO/IO myecata. Ta
My e fafeHa npe3 1987 r. ot Paguukos, Ho Pydemk1eB pellasa, 4e He €
»lienecbobpasHa“ 1 ,He e yoOHa 3a IIOCTaBsIHEe B TO3M MOMEHT , OTTYK
TOJI He 3aIl03HaBa C Hes U JIuTeparypHOTO 610po Ha Tearbpa. Bce mak
ce B3eMa pellieHue Ts Aa Obfje NyOnMKyBaHa, 3a110TO ,e[HO € IecaTa
Jia ce OTIeYaTa B CIMCAaHMe, a JPYTO e Aa ce urpae Ha cuenara“ [XY1O-

8 Kpansar: @ororpadupsaneTo Me cOMDKABa C IMOLAHULINTE, MAKAP Y€ HAKOM TO
ocropsar®. Bxx. [PAIIVIYKOB 2018: 295].

9 KakBa e nmprumHara 3a TOBa, He € M3BECTHO, eAVHCTBEHO € 0TOe/IA3BaHO B Hil-
KOM CTaTUM Y U3CTIEBAHMSA KATO 0OCTOSITENCTBO.
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JKECTBEH APXVB HT: n. 15], xkakto nmocousa Toit. [luko Oyuemxn-
€B apryMeHTHpa CIYyYMIOTO Ce C ,0COOeHMA TOMUTUYECKN MOMEHT,
IpeyIaraiikyi BbB Bede IPOMeHeHNTe 00cTosTe/IcTBa mIpe3 1989 r. Te-
aTbP’BT []a USII'BIHY ,MOPATHUA CU ABAT [Mak TaM: /1. 16] kbM Vopaan
PapnukoB. Tyk o6ade Bb3HMKBA HOB BBIIPOC, GOPMY/IMPAH B PAMKUTE
Ha 00CHKXIaHeTo: ,,B monmurudecku acnekr ,,O6pa3 1 mogobme™ cera He e
JIM 3aK'bCHsIa Treca?” [mak Tam: 1. 26].
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Pestome: Qokycupaiiky ce BbpXy HOCTaHOBKaTa ,Xara“ B HT
»VIBaH Basos“ Ha pexxncpopa lamuu Croes, Ta3n pa3paboTka n3-
CjIefiBa HAMMPAHETO Ha CIIeHVYeH e3VK 3a JOKYMeHTanHu QaKkTu
B CbBPEMEHHMA O'B/ITapCKI TeaTbp U Ch3/JaBaHEeTO Ha CIIEKTAK'bIT
[0 ApaMaTypruyHa TBOp6a, BIbXHOBEHA OT AEVICTBUTEIEH CIIy-
vait. Crenudukara Ha U3C/IeABaHNs IIPUMep e, 4e TOBA € CIIeKTa-
K'bJI 110 BCe Ollje CTy4YBAlll0 ce MCTOpudecko crbutne. To3n dakr
Ba)XXJ 3a HEropaTa ipaMaTyprus, peleTUIMOHEH IIpolec 1 Clie-
HIYeH >KMBOT.
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Abstract: The present study focuses on the production “The Ha-
gue“ at the Ivan Vazov National Theatre, directed by Galin Stoev.
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It examines the search for a theatrical language to convey doc-
umentary facts in contemporary Bulgarian theatre. The study
further explores the creation of a play based on a dramatic work
inspired by a real-life event. The distinguishing characteristic of
this case study is its focus on a production based on a historical
event that is still unfolding. This observation pertains to the play’s
dramatic structure, the rehearsal process, and its performance on
stage.

Keywords: actual, documentary, political, theatre

PakypcbT, OoT KoifTO Tasu pa3paboTKa M3caefBa HaMUPAHETO
Ha CIeHMYeH e3MK 3a JOKYMEHTAaTHM (aKTU B CbBPeMEHHU Obarap-
CKM TeaTbp, € Ch3[JABAHETO Ha CIHEKTAKDB/I IO ApaMaTypruiHa TBOP-
0a, BI'bXHOBEHA OT HeICTBUTENEH Cay4Yail. JJaleHUsAT TeKCT 3a TeaTnbp
€ Ch3[jafieH OT OIIpeJie/ieH aBTOp M IPEeACTaBAHETO My Ha CIieHa € 4acT
OT HEroBOTO momyjsipusupaHe. Tyk ZOKyMeHTBT (decTo mox dopma-
Ta Ha MHTEPBIO MU U3sBJIEHNE) CBUJIETE/ICTBA 3a IafIeHO CBOUTHUE 10
HeOCIIOpMM HaulH U IT03BOJIABA Ha Bb3IpueMaTesd Jja MOMy4n ycela-
HeTO 3a IPUNIOKPMBaHe MEX/y peaTHOCTTa ,TOBa e 6110 1 MCTUHATA
»TOBa e ToBa". Ta3y Oe3areallOHHOCT Ha ApaMaTyPrudHus JUCKYPC
JI0 TO/IsIMA CTeIleH Ce IB/DKM U Ha eMOLMOHATHUS 3apsifl, KOMTO HOCAT
pasKasuTe Ha CBUJETENTNTE — IIOHAKOra MHUIIMATOPY, A Half-4eCcTO IOo-
TBHPIIEBLIN HA JJaJIeHO CHONTHE, MCTOPUYECKN MOMEHT VIV >KUTENCKN
KaTakIM3bM. VIHTepecHO e KaK B TO3M CITydail CIIOfIe/IeHUAT CYOeKTH-
BEeH YOBEIIKM) OINT MMa IIO-CHJIEH IIOTEHI[MAsl 3a Bb3/IeJiICTBUE BBPXY
CB3HAHUETO Ha 3puTeNA U 3a GOpMUPaHe Ha OIpefielieHa MO3UINA,
OTKOJIKOTO TIO IPUHINUII OOEKTUBHYAT €3MK Ha COLMONIOTUYECKH, JIC-
TOpuYecKu iy reomonutudecknu daktu. ,Ilamerra e ommt®, kKasBa
nokrop Haumena llunep, gupekropka Ha Affective Neuroscience Lab B
yHMBepcuTera 1o MepuunHa Mount Sinai School of Medicine. B mosic-
HeHJe K'bM ITyOMMKYyBaHOTO OT Hes M ekmma ¥ Ha 30 HoemBpy 2023 T.
U3CIefiBaHe BbPXY MeXaHU3MMUTeE 3a CbXPaHeHue U TpaHCHOopMaIMs Ha
CIIOMEHTE B YOBELIKVSI MO3BK TsI TBBPAM, Ue ,,TaMeTTa BCHIIHOCT IO-
BOPY 32 TOBa KOJI CU TY CETa, (A He 3a M08a KaKeo MouHO CU NPerues,
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noscHerue u npesod moii)“ [SANCHEZ 2024].

B ToBa m3cnenBaHe ce M3Ka3Ba MPENTIONIOKEHNE, Y€ TPaBMATINY-
HUTe CIIOMEHY Ce ChbXPaHsBAT B [Is7I0Be Ha MO3BbKA, Pa3INIHM OT Te3,
ChXpaHABAIlM OCTaHajIaTa mnamer. (A MMeHHO B posterior cingulate
cortex (PCC), xbeTo mHpOpManMATa 32 TO3U TUII IPEKUBABAHNS HE
ce 06paboTBaT OT MO3'bKa KaTo MaMeT, @ KaTO IIOCTOSTHHO PelpOfyLN-
paiy ce COMTHUS, KOUTO Ce CTyIBaT OTHOBO, B IafieHNs1 MOMeHT.) ToBa
HEBPOJIOTMYHO M3C/Ie[iBaHe MMa OTHOIIEHVE K'bM pasIyieXXfaHara TyK
[paMaTyprusi 1o JAeiCTBUTENEH C/Tydail, 3a1[0TO OOMKHOBEHO Te3U IIN-
ecu 3acsraT TeMH, KOUTO, OCBEH 4e ca IPSKO CBBP3aHN C HaCWUINe, ca
CBBP3aHU U C JUCKPUMWHAIMOHHY U TEHOUUIHYU NPakTuKu. Tosu Tum
[ipaMaTyprusi C IOCTaBs 3a Iie/1 He caMO OOroBapsiHETO Ha ,TpaBMa-
Ta“, HO U ,,JIOMMPEHNETO  C Hesl. , XOpaTa MMar Hy>Kza Aa ,1IpepadboTaT”
PeaTHOTO HACHM/IME U ITbPBaTa KpauyKa K'bM TOBA € MOBTOPeHNEeTO. [10B-
TOPHOTO M3/I'bYBaHE HA CHOUTIA KaTo youiicTBoto Ha JI>koH ®. Kenenn
WIN eKCIUIO3MSTA Ha KOCMIYIECKaTa COBAIKa ,Ja/aHDKbP € efnH BU,
puUTyamusauus, OInT jja ce abcopbupa u TpaHchopMmupa CbOUTHETO B
HeII0, KOeTO BOAY Jio M3KyIuteHye u criacenne” [IIIEXHEP 2001: 191].

XATA - HOJTIMTUYECKA ®PAHTACMATOPMIS
1O OEVMICTBUTEJIEH CIIYUYAN

ABTOp Ha e[IHOMMEHHATA IIMeca € PaMaTyp>KKaTa ¥ pexKUCbop-
Ka oT ykpauHcku npousxop; Camra [lenncosa. Ilpes 2010 r., cren, kato
3aBbplIBa 00ydeHMe MO HOKYMEHTaIeH TeaTbp B OPUTAHCKUS TeaTnbp
»Posim Kopt“, [lenncoBa cp3faBa Tpyma OT CBHMUIUIEHUIM, C KOSATO
npakTuKyBa QopMmy Ha ekcrepuMeHTaneH Tearbp. IIpemopaBana e
pexucypa B TeaTpamHus LeHTBp ,MeitepXoni 1 e BOAWUIA JeKINU B
MOCKOBCKOTO y4M/Iniie 3a Xy/JOKeCTBeH TeaTbp. PbKoBOAY CTyAMO 32
aBTOPCKM M JOKyMeHTaseH Tearbp ,»,Crymo-OFF®. B Hayanoro Ha py-
cKaTa MHBa3MA B YKpaitHa [leHncoBa emurpupa B [Tonma. I[Tpog. Kame-
nust Hukonosa (2023) nuie ciefHOTO 32 aBTOPCKOTO W TOCTMIKEHNE B
nyecara ,,Xara“: ,,C 60orar onuT B JOKyMeHTa/THUA TeaTsp, Camra [JeHu-
COBa M3TParkfia TEKCTa KaTo efHOBPEMEHHO HAaMBHO CMEIITHA ¥ CTpPAIlHa
caTvpuyHa paHTaCMaropus, B KOSATO KOMOMHMPA OTKBCU U PEIUINKA
OT M3Ka3BaHMA B IIpecaTa Ha YWICHOBE Ha PYCKVA BOEHEH eJINT, OTTO-
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BOPEH 3a BOJHATA, ¥ Pa3Kasy Ha YKPaMHCKM OeXXKaHIIM Ha COOCTBEHNTE
uM ucropun3. Tesu mokymeHnTanun ¢parmentu JleHncosa ,,ciemnsa‘
e[ITH MHOTO HaXO[4YMB ipaMaTypruyeH IOXBaT, KOWTO MTO3BOJISIBA TO-
JISIM pasMax B CHXUTENICTBOTO Ha akTy 1 QUKINA B Mecara, 3aIioTo
LSIOTO [IeVICTBIE Ce Pa3BMBa B TPaBMUPAHOTO (II0f)Ch3HAHIE HA €HO
JieTe, KOeTo e 3arybomio poMa u O61M3KuTe CU IO BpeMe Ha 6oMbapamu-
poBkuTte Hay, Mapuymnon. ToBa e eguH BpoOpakaeM CbAebeH Iporiec
(peanusupaH B CBHS Ha MaJKOTO MOMMYe) mpef TpubyHana B ,Xara“
CJlefi BeposATHATa nobesia Ha YKpaiiHa BbB BoitHarta ¢ Pycus. I[Togcoan-
murte ca [TyTuH u Hail-puOIVHKeHNTe My IOMUTULIY — MTHULIATOPY Ha
TOBa MaI[abHO BOEHHO MPECThIUIEHNE.

Tasu nueca e cnenuduyHa 3a TeaTppa M0 AEVICTBUTETIEH CIIy4an u
¢ (dakrTa, Ye e HaNMCAHA U IIOCTABsIHA, JOKATO CHOUTHATA, KOUTO OIINC-
Ba, ca BCe Ollle B IIPOLIeC HA Pa3BUTHE, A IEVICTBALINTE JINIIA U [THEC OLIle
ca IefiCTBAILV Ha MOIMTIYeCKaTa ClleHa. B monmriyeckara akTyagTHOCT
HA IMecara ce CbCTOM U TOIsIMaTa TBOpYeCKa MpoBoKauus Ha [ammH
CroeB f1a mocTaBM TO3M TeKCT B bbiarapusa npes 2023 r. (IIpemuepara e
Ha 191 20 centemBpu 2023 1. B HT ,,/iBan Basos®) ,,A3 cu gafox cMeTKa,
Ye TOBa Ce C/Iy4YBa BEJHDBXK B )KMBOTA — Ia pabOTUII MaTepuasl, B KOii-
TO J1a HsIMa aOCOMIOTHO HUKAK'bB PU/ITHP MLy HETO 1 TOBA, KOETO Ce
CIy4Ba [peasHO] B MOMEHTA", Ka3Ba TOIL. ,, MUC/Is, 4e TeaTbp’bT MHOTO
PALKO IOTy4YaBa TaKMBa MIAHCOBE, HO KOTATO I'M MOJTY4M, IIOTEHIIVIaTHO
TOV MOXe JIa OTpearnpa MHOTO MO-CUTHO, OTKOJIKOTO BCUYKO OCTaHa-
710, KOETO pearupa B MOMEHTA — HOJIUTULV, Meny, yauna u T.H.“4. Jlo-
KaTO TeKaT pereTULMUTe, PeXXICbOPBT YBIMYA aPTUCTUTE OT eKUIIa fia
CIeMISIT AKTUBHO B COLIMATHITE MPEXU U BUJEOKAHAIN HAPATUBUTE HA
pasnuyHM Hab/IIofiaTeM Ha KOHQIMKTA OT pycka M YKpalHCKa CTpaHa,
KaKTO M M3Ka3BAHMSATA U JIEVICTBUSTA HA PEaTHUTE TUMIHOCTHU, YUUTO
HEPCOHAXY aKThOPUTE MPEACTABAT B CIIEKTAK'b/Ia. B TOBa OTHOILIIEHIE
PabOTHMAT Ipoliec ce BobOMKaBa 1O METOfja Ha AMBA3MHT TeaTbpa, B
KOVITO apTUCTUTE Ca U M3CTIefOBATeNN [0 3a/iafieHaTa TeMa, aKyMYy/Iu-
paliy MaTepua 3a CLeHUYHOTO fieiicTBre. HO B KOHKpeTHMs TBOpYe-

3 [HMKOJIOBA, K. ,,Xara“ na lnimn Croes, My 3a BUCOKMA IOMUTUYECKN Tea-
TBP, https://scenart.eu/pereHsnn/xara-mim-3a-BUCOKIUS-TIOTINTUYECKN |
4 [https://www.svobodnaevropa.bg/a/32608048.html]
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CKJ aKT 3a Hac MPeACTaB/IsABa MHTEpeC TOBAa CBOeOOPa3HO HafiOATBaHe
Ha PeNeTUIVIOHHMS IIpOoliec ¢ peasHocTTa. EMOIeMaTtnden cioydvait ot
HEro € MOMEHTBT, B KOITO e 00sBeHa CMBPTTa Ha OusHecMeHa Epre-
Huii [TpuroxuH B camorneTHa Karactpoga Ha 23.08.23 r., cegmuiy mpe-
IY IpeMuepaTa Ha ClieKTakbiaa. B muecara Ha Jlenncosa Ilpuroxun e
cpeq OCHOBHUTE JieiicTBaIIM (T.e. )K1BM) IepcoHaXky. Torasa ce Hamara
PeXUCbOPBT U aBTOPKAaTa Aa IpeHalMIIaT YacTu OT MuecaTa, 3aurpa-
BalfK/ ce ¢ KOHCNIMPATUBHATA TeOpUs, Ye CMBPTTA MY € MHCIeHUPOB-
ka. Taka ce moy4aBa mepcoHax, KOMTO € B eK3UCTEHI[MA/IHO HeloyMe-
HIe JJa/Ii [ TIOBAPBa Ha Ta3y TeOpus WIM Aa IpueMe TBbPAEHUATa Ha
CBOMTE OUBIIN CHPATHUIY, Ye TOIl Bede e MPUKITIOUNT C OMOTOTUIHO-
TO CI CBIeCTByBaHIUe. ,,PeanHocTTa puBHacs ¢unocodcku mpobirem
npu IIpuro>xuH — >Xus 1u €, WM He, TON JIN €, VIV He, KOIMTO OTEKBa
B'BB BCUYKM OCTaHAN.

B npeckoHdepennusTa 3a mpemuepara Ha cnekrakbia Carua [e-
HICOBa Ka3Ba: ,,leaTbpbT Ce IpeBpbllja B MeANs, Meus Ha BOIHATA.
AKo Xopara ca yMOpeH) OT HOBUHITE, HIe CMATaMe, 4e TeaTbpbT KaTo
JepBes B sI0b/IKaTa MOXKe Jla JJOCTUTA IO ChpLIeBMHATA Ha PeayHOCTTa
u ga s mpepaborBa“. ToBa TBBpAEHME e HAII'BIHO B IyXa Ha IMOHEPUTe
Ha JJOKYMEHTa/IHMA TeaTbp ¥ OTHOBO II0Ka3Ba, 4e e )KMBa MOTUBaLMA-
Ta Ha TBOPLIMTE Jja Bb3/IeJICTBAT Ha [eliCTBUTETHOCTTA Ype3 U3KYCTBO U
J1a IPOMEHSIT PeaHOCTTa, IPOMeHs1iiky Harmacu. [amnu Croes 06aBs,
ye ,,TeaTbpPbT He MOXKe Jja CIIpe BOJIHA, HO MOXKe Jia ce ajjpecupa KbM
oTHenHKs 4oBeK. M ja paboTy IO MHTMMEH HauMH C IPeXXUBABAHNATA
MY, [ja IOBYIIIY HUBOTO Ha eMITaTHs ©.

OTHOCHO aBTOPCKOTO MY OIpefie/ieHNe Ha CIEKTaKbla KaTo
»€K30PCH3BM — IT030pHILEe”, PeKUCHOPBT CIIOAE/s, Y€ € HAPeKBI TaKa
IIOCTaHOBKATa, 3al[0TO TS 32 HErO € pa3yMCTBaHe Ha IMYHU CMETKU C
Ls/IOTO MY IeTCTBO, HETOBaTa M/IAIeKKa BIAJEHOCT B pycKaTra Ky/aTypa
U UJIEONOTH S, KaKTO U yCelllaHeTO MY 3a HaculMe B IIOCel[aBaHOTO OT
Hero Pycko yumnmmme BbpB Bapna. Hacunue, koeto He e MOXern fa ap-

5 Jlymu Ha peXXUcbopa OT IHpecKOH(epeHIMsTa 32 IIpeMuepaTa Ha CIIeKTaKbIIa,
Codus, 19.09.25.

6 IluTaThT € B3eT OT apXMBEH BIUJEO 3aIINC HA pasroBop ¢ mybaukara B Homgra
Ha TeaTbpa, Codus, 20.11.23
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TUKY/IMpa 10 136yXBaHEeTO Ha Ta3y BOJHA. VIckas e mpe3 paboTaTa cu ¢
nyecara Ha Caura JleHncoBa fia u3jese 1 Ta3u CTaeHa B HETO eHeprus I
THAB, KOETO 3a Hero CY € BUJ] €K30PCU3bM — IT030puiLe. 3a CBOS PeXXu-
CbOPCKM MOAXOF, 110 BpeMe Ha penernuunte [anuu CroeB criopens oT-
KPOBEHO B €JJHO IHTEPBIO CJIef] IpeMiepara: ,A3 ce OIUTBax Ja pasbe-
pa KaKBO IIpaBs, JJOKATO IO IpaBs, MUMaKM HAKAKBO MHOTO CHJIHO yce-
IjaHe 3a IPaBMUIHATA ITOCOKA, 6e3 a Mora BboOllle fja TO TPaHCIMpaM
U 005ICHA Ha aKTbOpUTE. VI B e[lUH MOMEHT peIluX Ja T M0JI3BaM KaTo
e/IeMEeHTH OT Lis/IOTO IIPEXMBsBaHe M CUTYPHO MOHSIKOTA HUKAK He MM
e 6uto necHo. Ho te cTucHaxa 3p6u 1 uspgbpxaxa“”. [la paboTu o T03m
HauMH C akTbopuTe OT HapomHiust TeaTpp MOKe caMO [OKa3aH, Xapu-
3MaTM4eH PeXXMChOP C BUCOK KpenuT Ha fosepre. Ho 1 ToBa moHskora
He e JJOCTaT'’bYHO, 3a Ia MOKe OT CV/IHU VIHAVMBUJIYaTHOCTH C YYBCTBU-
Te/THO aKThOPCKO €ro fia ce chopMupa eKIII OT ChMUILIEHNUIIN, OTBOpe-
HY K'BM PUCKa, MHOTOBaJICHTHMA 1300p U JINIICaTa HA TOTOBYM PEIIeHA.
B T03u cy4aii 3a CriosiBaHeTO U ,,CTUCKAHETO Ha 301 € JOIIPUHECTIO 1
ycelllaHeTO 3a 06I1a Kay3a, 3a HellJ0 OTBB/ TPAAMILIMOHHATA IIeJT 3 aK-
TBOPCKY JOCTVDKEHMA M XyJ0XKeCTBEHA CTOMHOCT Ha IOCTaHOBKaTa. ['a-
nuH CTOeB e yCIIsiI fia ,,3apasi’ TpyIaTa CbC CBOETO yCelllaHe 3a Kay3a,
3a COIMa/IHa OTTOBOPHOCT Ha TBOPLIM, KOUTO IHEC TpsA0Ba 4pe3 CBOETO
M3KYCTBO Jja 3asBAT TPaXKJaHCKa M MOMMTHYeCKa mosuuus. Tosa e u
HeroBaTa OCHOBHA MOTVBALIMsA Jja IOCTABY TaKa 00JIe3HEHO aKTya/IHu,
HAaIJMCaH MAJIKO CJIefi Ha4ajl0ToO Ha BoiiHarta (2022 I.) TeKCT Ha YKpauH-
kara Cama Jlenncosa. Ilo HeroBute mymu, cief 'bpBOHAYAIHNUA IIOK
ot Tasu u3byxHaja BojiHa mpe3 21. Bek B EBpoma Toi1 e yceTu, ye He
MO>Ke IIPOCTO fia IIPOB/DKY [ia pPabOTH CIIEKTAK/IN 32 YHUBEPCATHUTE
YOBEIIKM IIEHHOCTM, CSAKAIl HUIIO HEe ce CJIy4Ba B PEaHOCTTA, TaKa
6711130 [10 HaC U 4e fIa Ce TOBOPM 3a MOOOB M TpemeTuTe Ha AyIlIaTa e
Xy6aBo, HO HsIKaK HeJJoCTaTbyHO. V] oTKpuBaiiku nyecara ,, Xara“, Cto-
B ITO/Ty4aBa Bb3MOXKHOCT Jja CJIOKM ,IIP'BCT B paHaTa, KOATO € TYK I
cera, 3a KOSITO He 3HaeM Kak jja ToBopuM . TolsIMOTO IMYHO NpeRn3Bu-
KaTeJICTBO 3a HEro, OCBEH Ye MCTOPMYECKOTO ChOUTIE B OCHOBATA Ha Te-

7 LlurarpT € B3eT OT pasroBop Ha Mapus IlaHailoToBa ¢ 4acT OT eKMIla Ha
»Xara“, mybmuksan B Ilopman Kynmypa Ha 17.11.23, moCcTBIleH OHJIAMH Ha
https://kultura.bg/web/xara-Tearpp-n-akryanuu-coourus/
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KCTa He CaMo He e OTMIHAJIO, a 11 Ce pa3BMBa APAJIETTHO C PAXKJAHETO U
JKMBOTA Ha CIIEKTAK'b/Ia, € M CMENIUAT Pa3Max, ¢ KoiTo aBropkara Caira
JleHucoBa e cromna fpamMaTyprunyHo QakronornyHara u GpUKIMOHA-
Hata, fopu ¢aHTacTMyHa peanus. ToBa ro kKapa #a cu 3ajaje MHOTO
CBUTHOCTHUS 32 CHbBPEMEHHUS T€ATBP BBIIPOC: ,,...BB3MOXKHO JIN € C
BCEKMTHEBEH MaTepuasl, He3aBYCUMO KOJIKO € YyOBMIIEH — KaKBaTo €
BOJIHATa, WK OaHa/eH — KaKBaTO € MOMUTIYeCKaTa CUTyalys y Hac B
MOMEHTa, Jja ce Ch3Jajie XyJOKeCTBeHa IeICTBUTETHOCT U Ts fia O'bjie
nonutndecka? CiieHaTa e MsCTO Ha BJIacT, TO3M, KOMTO € Ha CIleHaTa,
U3IJIeX /] IT0-KPACUB, II0-BUCOK, II0-YMEH, II0-CUJIEH 1 3apajiy TOBa NMa
[IPaBOTO Jja M3Hacs nocmanus. [lybnukara o4akBa Hello fa M O'bfie Ka-
3aHO, f1a Ce IIOJTy4M OOMeH U TOII ja O'bjle MHUIIMMPAH OT ClieHaTa's.
JlocTuraneTo Ha TBOpela [0 Tasy eK3UCTEeHIMaIHa HY)X/ja ia OOBBprKe
CBOSITA apTUCTUYHA IPAKTUKA ChC CBOSTA IPAXKJAHCKA IO3ULINS, € B
CBIIHOCTTA Ha 3apaX/JaHeTO Ha MojmmTudeckus tearsp. (Tyk monsaTme-
TO € yIIoTpe6eHO B HETOBOTO MCTOPUYECKO OIIpefieieHne o bpexr, karo
CPeACTBO 3a KOMYHMKMPaHe Ha COLMAIHO, IIOJIMTUYECKO, KYITYpPHO 1/
WIN VICTOpUYecko nocnanye.) OTHOBO cTUraMe [0 Te3aTa Ha HaCTOSII-
U SOKJIaf, 4e Ie/ITa Ha CIIeKTaK'b/Ia, U3TPajieH BbpXy Habossma TemMa
WIM PasThPCBAlll CTy4ail, e a MOINUTa U lafie CBOSITa BepCysi Ha BBIIPO-
CU KaTo ,,3a110", ,,KaK" i ,,JIOKOTa", a He MPOCTO Ja MHPopMMpa ,,KaKBo',
KaKTO IpaBsAT HOBMHMKTe 1 Meauute. 3aToBa 1 [anuu Croes, 3aefHO ¢
Mupa TogopoBa —fpaMarypsKKata Ha CIeKTaKbIa Xaed, MMaT IIBITHO-
TO OCHOBaHMe Jja MOAM(UIMPAT aBTOPOBOTO OIpefie/ieHNe Ha XKaHpa
Ha Imecara oT ‘site specific pantacmaropus“ Ha ,nonmuTUYecKa QaH-
TacMaropus IO AEVICTBUTENIEH C/Tydail. A pelleHNMeTO Ha PeXNUCbopa,
KOJMTO OT HadajioTo Ha 2018 1. e u gupekrop Ha HanuonamHusa Tearsp
B Tynysa, ®paH1ius, fa cu B3eMe HellJIaTeH OTIYCK 1 ,,CIeLIHO [ 110-
CTaBM Ta3! Nueca MMeHHO B Bbrapus, e IpoAUKTYBaHO OT BApara My,
Je HAaIlOC/IEe[bK € Ba)KHa POJIATa Ha M3KYCTBOTO KAaTO aHTUIIPOIIATaH/a,
KaTO BB3MOXKHOCT Jja Ce M3ANUTHe OOLIeCTBEHNAT AUCKYPC Ha MO-BUCO-
ko H1BO. [To TO3M Ha4MH ce yBenuMvaBa U CaMOyBa>KeHMETO Ha Ob/ra-
puHa. VI ToBa aBa HafieX/ia, 4e 001ecTBOTO B bbrapus ce passusa B
IpaBM/THA IOCOKA.

8 [Croes, I, B. Kynrypa, 6poit 7 (3000), cenrremBpy 2023]
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ITo gymute Ha pexxyucbopa CIEKTaKbIbT Xdzda € HerOBUAT II'bPBU
OIIUT B >KaHpa Ha MOMUTUYECKNS TeaThbp, HO TYK a3 O6ux jobaBuia, ye
Y Apyru eMOIeMaTYHY HerOBM IIOCTAHOBKY MOTAT Jja Ce OKAQUeCTBAT C
TOBA HOHTYE, I030BaBaIIKI Ce Ha TBBpAeHIeTo Ha mpod. r. Kanpues:
»CbBPEMEHHUAT HNOJIUTUYECK) TeaTbp He Ce 3aHMMaBa C Iefjarormde-
CKO OCh3HaBaHe Ha HAKAKBY KJIACU WM COLVIAJTHM TPYIM U HiIMA 3a
1e/1 TAXHO yKpeIlBaHe VIV BJIaCTOBO HajiaraHe. [IHec Toii ce ompeperns
4pes3 00I1[0-aHTpoOIONOrnYecKa iaTopma, MMaia 3a CBOI IEHTBP
cBoOOfIaTa B pasHuTe U GOpMu: HEITHOTO OTCTOsIBaHE, PAa3IIMPIBAHETO
Ha TePUTOPUNTE M, CBIIPOTUBATA CPEIly OIMTUTE 33 HEITHO IIOTBIIKBA-
He, penyuupane wi anmnpunypane.

Karo o6061enne 3a paborata Ha pexucbopa [anuu Croes B mo-
JIeTO Ha HEOJOKYMEeHTA/IHNS TeaTbp U OYeBUIHATA IIPMHAMJIOKHOCT Ha
HeroBarta peXX1ChbOpCKa MpUpPOAa K'bM AVATOTMIHMSI XapaKTep Ha TO3K
TUII TeaTbp Ilje LUTVPAM €HO HeroBO M3Kas3BaHe OT Cpella ¢ MyOmu-
kaTa Ha 28 mait 2015 1. B 3anma 4 Ha HJIK, Codus: ,VigeanHoro mpen-
CTaBJIeHIe € KaTo IIPaBOC/IaBHATA VIKOHA, TO O ITIefjajio 3pUTeNs, JOKa-
TO 3PUTEJIAT TO I7Iefja, 3aI[OTO TeaThPBT MMa CMMUCHII €AMHCTBEHO aKO
IpeAy3BMKBa T.HAP. aKTUBHO IVIelaHe, T.e. KOTaTO 3PUTETISAT Ce IIPeBPh-
IIja B Ch-aBTOP Ha CIIEKTAK'b/Ia'".
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MYBANKATA B MEXXAYXAHPOBUTE
MPOCTPAHCTBA: ABA NPUMEPA KbM
TEMATA. ,Bb3X0A N TTAAEHUE HATPAAA
MAXAFOHW" (PEXX. BEHEAVKT OOH
NETEP) Y SANCTA (PEXX. DAOPEHTUHA
XOAUWHTEP)

BUMOJIETA [JEYEBA!

THE AUDIENCE IN INTER-GENRE SPACES.

TWO EXAMPLES ON THE TOPIC: AUFSTIEG UND FALL
DER STADT MAHAGONNY, BASEL-BERLIN, REG.
BENEDICT VON PETER (2025) AND SANCTA, REG.
FLORENTINA HOLZINGER (2024)

VIOLETA DETCHEVA?

Pestome: KakBo cTaBa c’bC 3PpUTENNTE, KOraTO rpaHULINTE MEXKTY
JKaHpPOBETE Ca IIOBEYE OT (bHYI/II[HI/I B camus crekTakbia?! Komko

TTACMBHOCT WM/IM AKTUBHOCT MOJKE 3pUTEIAT [a IIOHECE, aKO Te-
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aTpajHara CUTyalus e HeflepMHMpPaHa, a MIPEACTABICHNETO He-
MPEeK'bCHATO MPOMEHSI KOHBEHIMATA HA OTHOIIEHMATa C HEro?
ITpenmer Ha JOK/Iaza e M3C/IeBaHe Ha MO3MIUATA HA 3PUTENA B
HAKOM OT TOCTIEHUTE MIPAKTUKN B T€ATHPA, KOUTO, U3IOI3BAI-
KM 3a M3XOJHA TOYKA KIaCUYeCK! IPOU3BENeHNsI Ha MCTOpIYe-
CKMS aBaHTapf, IpefIaraT MpeoCMUC/siHe Ha (IIONMMTHYecKaTa)
I7Ie[Ha TOYKa Ha ChbBpeMeHHMs1 4oBeK. OOeKT 3a HabIofIeHMe,
aHa/M3 ¥ Pa3ChbXKAeHNe BbPXY TO3M TUII IPAKTUKY Ca JIBa MPK-
Mepa ,,Bp3xon 1 magenne Ha rpaga Maxaronn“ (Aufstieg und Fall
der Stadt Mahagonny, Basel-Berlin, reg. Benedict von Peter 2025)
u Sancta (2024), reg. Florentina Holzinger.

Kntouoéu O0ymu: >xaHp M VMHTep-)KaHp, 3pUTeN, UCTOPUYIECKN
aBaHrapj, CIIeKTaK'bJI, TeaTpaTHa CUTYaL Vs

Abstract: What happens to the audience when the boundaries
between genres in a performance become not merely fluid, but
deliberately unstable? How much passivity or activity can spe-
ctators sustain when the theatrical situation remains undefined
and the performance continuously reconfigures the conventions
governing its relationship with them?

The subject of this paper is an examination of the spectator’s po-
sition in selected contemporary theatre practices that, drawing on
classical works of the historical avant-garde, propose a rethinking
of the (political) perspective of the modern subject.

The focus of observation, analysis, and reflection is on two exam-
ples: Rise and Fall of the City of Mahagonny (Aufstieg und Fall der
Stadt Mahagonny, Basel-Berlin, directed by Benedict von Peter,
2025) and Sancta (2024), directed by Florentina Holzinger.
Keywords: genre and inter-genre, spectator, historical avant-gar-
de, spectacle, theatrical situation
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[IpepmeT Ha TO3M TEKCT e IMyO/IMKaTa B MeX/[y>KaHPOBUTE IIPOC-
TpaHCTBa. TeMaTa e IPOAB/DKEHNE Ha MOSTA M3CIefioBaTe/icKa pabdo-
Ta B NOC/IeIHNUTe TogyHN. [IpolechT, KoilTo u3cnenBaM B IOCTIETHNATE
HeT-1IeCT FOAVIHY B TeaTpasiHaTa IIPAKTUKa, 0003HaYaBaM C IIOHATHETO
»MEXJTy-KaHPOBOCT®, a He C ,JIHTEP-KaHPOBOCT", 3aIl0OTO MUC/A, 4e
no-fobpe OTroBaps Ha HaO/MOaBaHNUTE OT MeH sABleHuA. KakBo nmam
npenBupi? B mpefcTaBieHnATa, 3a KOUTO Ille CTaBa JyMa, Ce U3IMOI3BaT
He TOJIKOBA Pa3/YHM )XaHPOBe — HAUMH Ha paboTa, JoOpe MO3HAT B I10-
CTIeTHNTE JIeCeTUIeTNA, — KOTKOTO Ce Hab/IofjaBa Hello KaTo JIBYDKeHNe
MEX/[Y >KaHpOBeTe, KOeTO 0(OopMs CBOe COOCTBEHO ,MEX/Y)KaHPOBO"
npoctpaHcTBo. CTaBa [yma CIOpefi MeH 3a IIO-pasindeH GpeHOMeH OT
MIpaKTUKNTE, KOMTO TO3HaBaMe B TeaTbpa OT HadyanoTo Ha X XI Bek, Kou-
TO ca OT CBOs CTpaHa NnpofbkeHne oT 90-Te rogyHy Ha XX Bek. ToBa
criopey; MeH e peHOMEH 1 ce ONMTBAM Jla IO U3CTeiBaM ¥ aHAMU3UPAM.

VsxogHaTa TOYKa B IMPAKTUKNUTE, KOUTO HAOMIOAaBaM Ipe3 Io-
ClIefHUTE TOVHM € B K/IACUYeCK) NPOV3BENEHNUs Ha MCTOPUYECKUS
aBaHrapy,. ToecT TeaTrpanuTe THPCAT CBOSA MaTepya B I'bPBOU3TOYHU-
Ka BMECTO B IPOA'B/DKEHNETO Ha aBaHrapga ot 70-te u 80-Te romuHM Ha
XX B. TBpcAT ro [JUPEKTHO B ICTOPUYECKIMS aBaHTapy, oT 20-Te TOUHM
Ha XX B. A TOBa €, CTpyBa MM Ce, Helllo No-pasnnyHo. Ha kakBo ce obi-
KV Ta3! IpOMsHA B IepcriektuBara? Ha ToBa, ye ce onmuTBar jja mpeoc-
MIC/IAT [7IefHaTa TOYKa Ha ChBPeMEHHIS Y0BEeK K'bM COL[MATHIS CBSIT,
BPBIIAVKY Ce KbM IIpa-BbIIpocuTe Ha XX B., OCTaHA/MU 6e3 OTTOBOPK
cre Kpaxa Ha KOMYHUCTUYECKUTE PEXUMM, I[7T00aMM3aluaTa U JUTU-
TaJTHaTa PeBOIOLM. TOeCT MOCTaBAT T B €{HA MO-JB/ITa PETPOCIEK-
TyBa. [[Ba mprMepa Ije M3IM03BaM KaTo 00eKT Ha HaO/IIofieH e, aHA/IN3
¥ paschX/eHNe BBPXY TO3M IIPOLieC, a MMEHHO ,,Bb3Xox u majieHne Ha
rpasia Maxaroun“ (Aufstieg und Fall der Stadt Mahagonny, Basel-Berlin,
reg. Benedict von Peter 2025) u Sancta (2024), reg. Florentina Holzinger.

3AIIO OTHOBO MA HYKJA

IOJA CETOBOPU 3A 3PUTEIA

W Taxa, 32110 OTHOBO MMa HY>K/Ja [la C€ TOBOPM 3a 3pUTETLs, CIIeN,
KaTO MOCTMOJEPHU3MBT ¥ MPAKTUKNUTE OT Ha4anoTo Ha XXI B. ocraBu-
xa y6ex/IeHIeTO y M3C/IefloBaTe/INTe, e HUIIO HOBO He MOXe Jja My ce
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CTy4n Ha 3putensa/ny6nukara? Ue Bede BCUYKO e U3IPOOBAHO, 4e Beye
BCUYKO B M3KYCTBaTa/TeaTbpa € Bb3MOXHO?

KpaTkuAT oTroBop e: 3aIl0TO U3IIeXAa CHIIOTO, HO He e. 3apa-
IV TIO-JYB/ITHSL VI BHMMATEJIEH OTTOBOP 06aue Iiie ce Ha/IoX M Jla HallpaBsi
KpaTbK TIOI/IeR Ha3az KbM nponecute or 2011/2012 goxwsm 2015 ropm-
Ha, 3a JIa HaIlpaBs CpaBHEHMeE U PECNeKTUBHO, [ja HallpaBs BUMMa Ce-
PYMO3HATa pa3/lMKa, KOATO € HACTBINWIA B MO3ULUATA HA 3pUTENA IIPU
IIBVDKEHMETO B MHTEP>KaHPOBUTe TepuTopuu. ViMaMe Hyxaa oT (1pe)
OCMUCTIIHE Ha IIPOMEHUTE B IIOC/IEHOTO JleceTU/IeTHe.

IIpes mppBoTO feceTunerre Ha XXI B. mpofb/KMxa IpoLecu Ha
TpaHcopManys Ha COLMAMHNA CBAT, B KOWTO ChIjeCTByBaMe (r1oba-
M3V, JUTUTANU3AlVs U Ip., U Tp.), KOUTO, pasbupa ce, pedrek-
THpaxa BbPXYy TeaTbpa — KAKTO BBbPXY HAC/IE[CTBOTO HA NUTEpaTypHO
6a3upaHns Tearbp, TaKa ¥ BBPXY TOBA Ha IOCTMOJIEPHIU3Ma, KOIITO ce
KOHCTUTYMpAIIe CIIPSMO HETO.

TeaTbpbT ce OKa3a B cuTyanus, B KOATO TpsiOBallle eHOBPEMEH-
HO J]a OCMMC/IS Te3) IIPOMEHU U I ce OIUTBA [la ChXPaHM 3HAYMMOCTTA
CM B KY/ITYPHO-COIIMa/THAaTa T'bKaH; Jla IOKa3Ba I10J] HaTVCKa Ha Iasapa,
4e IPOCTO Ka3aHo, € Ba)kKeH 3a O0I[eCTBEHNA )KMBOT U LIeHHOCTHATA MY
nupkynanus. ToBa moBefie 1O CepyoO3HM IPOMEHU B pa3bMpaHeTo 3a
IIpeiCTaB/IeHNeTO, a OTTaM M B OTHOLIEHMETO K'bM IO3UILMATA Ha 3pU-
Tens. TeopusATa B TOBa OTHOIIEHNE €f[Ba yCIIABAIle Jja JOTOHBA IIPAK-
tuKara. Oco6€HO B eIMH IO/IAM CETMEHT OT CbBPEeMEHHM TeaTbp, KOi-
TO HeMCKUAT TeaTpoBes XaHc-Tuiic JlemaH Hapede nocmopamamuyer
meamwsp. B TBBpe Pa3HOPOSHUTE IMPAKTUKM, KOUTO TO CHCTaBIIABAT,
nobpe ce BUDK/AIIe KOJIKO MHTEH3VBHM Ca IPOMEHNTE, 32 KOUTO CTaBa
nyma. CaMOTO TIOHATME U TIpeficTaBa 3a TeaTbp MPeTbPIAXa CEPUO3HNI
IIPOMEH.

B Hero Bce moBedye TeaTpaTHATa CUTYAIUA Ce ONpefesAlle He OT
[IMHAMMKaTa Ha OTHOIIEHMATA MEXJY ClieHa U 3aja, T.e. B IIO3HaTara
KOHBEHLIMIOHA/THA CTPYKTYpa Ha IIPOU3BOACTBO 1 Bb3IIpMeMaHe Ha ap-
TeakTa, a 0T OPOPMAHETO HA TeATPATHN IPOCTPAHCTBA, KOUTO IIO T10-
nob1e Ha MpOMeHuTe B obmiecTBara GyHKIMOHMPAT KPAaTKOBPEMEHHO
u ce popmmpar Ha 6asara Ha 00I0 KOIEKTUBHO [Ie/ICTBIE, LIEHHOCTH U
uHTepecu. B Tasu 7ormka ce MOsBU HaIpyMep MOHATUETO MOCHICHEK-
maxynapexn meamvp. BbBefie To B CBOATA 3amMUTeHa B VIHCTUTYTA 3a
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IIPUIOXKHO TeaTpo3HaHue B ['uitceH aucepranus Auspe AriepmaH. Cam
apTucT, AllepMaH Ijeseliie ia 0OACHM IIpolieca Ha IPOMAHA U3BBH MO-
3HATHUTE KaTerOpMI Ha ,)KMBOTO OOILIyBaHe MEeXJly aKTbOpP M 3pUTeN ,
KaToO ce pasrpaHyyaBallle efJHOBPEeMEHHO KaKTO OT ,,eCTeTHKaTa Ha Iep-
¢dopmarusHoTO” Ha Eprka @umrep-/Iuxre, Taka 1 OT TeOPUATA 3a ,110-
CTApaMaTUyHusA Tearbp  Ha XaHc-Tuiic Jleman.

Kasano nHaue, npu oopMsAHETO Ha IOJOOHN TeaTpasHNU MPOC-
TPaHCTBA 3PUTEJIAT Bede He Ce MUC/IN KaTO PeLMIINIEHT, KaKTO € B Tpa-
AMIMOHHATa KOHBEHIVA Ha Ch3epliaBaHe Ha CIIeKTAaKbjIa, HUTO KaTO
CBYYaCTHMK, KaKTO € B JIOTMKAaTa Ha MCTOPUYECKMs aBaHIApf U KbC-
HuTe My npossu npes3 70-te n 80-te roguun Ha XX B. Moero pa36u-
paHe Ha Ta3y NMpoMsHa Oellle, Ye TS HOBefe HO HOBA MO3MUIIVS Ha ITIe-
flallys, a IMEHHO: 3DUTENIAT Ce CUTYMpa eTHOBPEMEHHO KaTo 00eKT 1
CYOeKT Ha JIe/ICTBMETO, e[JHOBPEMEHHO KaTo ,,JelICTBAl] C aKTbopa I
pedrexTupaly feiiCTBUATA MY, T.e. KaTO y4acTBalll BbB (popMUpaHeTO
Ha TeaTpa/HOTO IPOCTPAHCTBO M OCH3HABAIL IIpolieca Ha dopMmupa-
He KaTO TeaTpPaHo JieliCTBUe. B TO3M CMICHII TO HAPEKOX ,LEHTDBP Ha
teaTpanHara cutyauus. [[JEYEBA 2013: 55-65]. Hait-nobpe 3a MeH ce
BIDKJallle KaK (PYHKIMOHMPAT B TO3M MOYC Ha OTHOLIEHME K'bM 3pM-
TensA npepcrapnennara Ha Kpucrusan Cmerc, Pene Ilomenr, Ha rpymaTa
»Pumunu ITpotokon”, Ha Xaitaep I'pobernc u ap.

B Cargo Sofia Ha Kern Hampumep, MHCIeHMpall JOCTaBsHE Ha
¢upmeHa noppuka ¢ Tup Ha Bumm bern ot bepmuu no Codus, mo-
¢$BOPBT Ha THUPA Ce ABsIBallle eTHOBPEMEHHO aKTbOP B POJIATA HA BCUY-
K TMPapKuy, modbop B ponATa Ha aKThOP B eKcIepuMeHTa Ha Kern
U 3pUTENT KaTO BCUYKY HAC, HACSAMIA/IN O MeNKNTe BB BBTPEIIHOCTTA
Ha TMpa. B cpiiaTa poneBa cutyanus Gemre u 3puTenAr. Bcekn ot 3pu-
TenuTe Oellle B PO/IATa HA CTOKA, 3pUTE/T Ha caMusA cebe CI, ,KIacude-
CKM 3pUTeN’, 3allOTO Cbh3eplaBa ,IpefcTaBleHne” Ipe3 Mpo3opela,
M TPaKJAHVH, BIDKJAIL OT HeOYaKBaHA I7IefHa TOYKA COOCTBEHMA CI
Tpaj U IepCOHATHATA CUTYALV Ha BCUYKM/BCEK, YIaCTBAIIY B aKIIN-
ATa Ha Kerm.

CrneoBaTenTHO IIpM MOAOOEH THUIT MHCIIEHMPAHO ,,CaMOIIPeJiCTa-
BsiHE” aKTbOP'BT Ce ABVDKY B IIOJIETO MEXJY non-acting u simple-acting
CbC Ch3HAHMETO, Ye TIPY TOBA IBV>KEHNUE TOI CaM e 3pUTesl Ha CoOCTBe-
HOTO CY MHCIIeHUPaHe I IeHTbP Ha TeaTpa/HaTa CUTYaI M.
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[Ipy TO3M HauMH Ha paboTa aKTUBHO Ce pedeKTpa ONUTHT Ha
XeI'bHMHTA U HOMUTUYeCKNs wbpdopmanc oT 70-Te roguun Ha XX B.
YecTo mopu ce MpUBINYAT HENTPOPECHOHATHY AKTbOPY, C Ta3) Pa3/in-
Ka 06aue, ye TeaTPaTHNUTE PEXXICHOPY CIIEI[MATHO TIOfYepTaBaT poATa
UM Ha HeIpogeCUOHAINCTY, 32 1a M3TBKHAT OTKa3a CU Jja IPeJCTaBAT
fpaMarndecky pomy. ToBa ce ciydBa fopy Korato paboTaAT ¢ mpode-
CUOHA/IHU aKTbopy, KakTo e npu Pene Ilonmemr Hanpumep. lIBeitap-
ckuAT pexxucbop Credan Keru (,Pumunn ITpotokon”) ru Hapede ,,ekc-
HePTU OT BCEKNU/IHEBIETO , KOMEHTMPAKI 110 TO3M Ha4MH HY)X/JaTa B
HNyO/IMYHOCTTA BCSAKO TBBPAEHNUE, IO3UIVA WK Gurypa fia ce TernTu-
MIpa Ype3 eKCIePTHOTO 3HaHNeE.

KakBo 03HauaBa HAaKpaTKO OT IVIfHA TOYKA HA 3pUTeNs fAa e
»LEHTBP Ha TeaTpajHara cutyauusa ¢ O3HauaBa, 4e 3pUTE/AT € IPOC-
TPaHCTBEHO IIOMECTEH B JIEIICTBIETO.

Taxka Gellle HanpUMep B MPEACTABIECHNETO ,,3aluTa OT Ob/ele-
t0” Ha Kpucrod Mapranep u Ana Bubpyxk (2012), koeTo cbM I7Iefiana B
ABUHDOH.

»3awuma om 6woewsemo”. Mapmanep/Bubpyx 2012, Asunvon
3pUTENAT € KOHLIENITYaTHO BOEH OT Ch3flaTe/INTe Ha CIIeKTaKbjIa

" B TO3U CMUCDJI, KOJIKOTO 1 Aa M3ITIE)XXAa aTaKyBaH OTKBM CTaBalllo-
TO, IIOKa3BaHOTO OT aKTbOPUTE, TOI1 ,,CU 3Hae MacToTo . Toect Herosara
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»HekoMdopTHa” MO3nIMs € BCHIHOCT KOMQOpTHa, 3a1oTo e gedu-
HYpaHa, 3aI[0TO CU 3Hae MACTOTO. TO e KOHIIeNTya/THO Npef3afafieHo.
BprpocsT ,,Komko akTHBHOCT/IIACKBHOCT MOXKe fla TIOHeCe 3PUTENIAT?
B ITOZ{OOHY IIPOEKTY € BCHIHOCT IPeBAPUTENTHO 3a1a/l IMMUT Ha Bb3-
MO>XHUTEe OTTOBOpU. JIHade Ka3aHO, B IOCTIEHA CMETKa 3PUTETIAT Ce
IIBVDKM B CMMCTIOBO IO/, QYHKI[MOHMPA B HAKAKBA II0OCOKA, B KOATO
aBTOPUTE IO OCTABIT.

Jlo ronsiMa cTemeH CBIOTO BaXkKy U 3a T.Hap site-specific theatre,
K'b/IETO TIOBEJIEHNETO Ha MyO/IMKaTa ChIIO € IPEeNOIPeie/ieHO KaKTO OT
TUINYHOTO 32 U30PAHOTO IPOCTPAHCTBO IOBEEHIE, TaKa U OT HAuU-
Ha, 110 KOJTO € MOCTaBeH/MHTEPIIPETUPAH N30PAHNAT OT TPYIaTa TeK-
CTOBU MaTepual. B mocnenHa cMeTka mybnmkara e TaM, KbETO ca s 110-
KaHWIN Ja uie.

Kasano Hakparko, 13monsBaiiku Gopmmure Ha XeI'BHUHIA, IIBP-
¢dopmanca, DyKcyc-IBIKEHNETO, B Te3U TeaTPaHU IIPOEKTH CTaBallle
fiyMa 3a UTpa C )KAaHPOBUTE KOHBEHIINN, KOSITO BOfELLe O KOHIIENTyaI-
HO IpeAV3BMUKBaHe, ¥ B HAKAKDB CMIUCDHII Lie/IEHACOUEHO MO bp)KaHe
Ha 3pUTeNIA B KOHUenmyanna mpesoxcHocm. IIofo6HO cbCTOSAHME MOXKe
fia ce pasbupa KaTo MPOBOKALVS MM ThPCeHe Ha OTIJIAC OT IPEXUBSI-
BaHETO Ha ,TeaTpajHara CUTyauus . IIpy Tesu MpaKkTHMKM ce O4akKBa
3pUTENAT fja pedieKTUpa CIef CIeKTaK'b/la CBOSITA ,TPEBOXXHOCT U Jia
OCb3Hae IPUYMHNUTE 3a Hes. [IpuIle/BAHETO B pasMMUCIUTE-V-TIPEXKU-
BsIBaHMSITa-C/Iefl-CIIEKTAKB/Ia BCHITHOCT Oellle OCHOBHa (QyHKUMs Ha
»IpoekTa“. [1o To3M HaYMH TeaTbpbT BIDK/ALIE CBOSTA ,3alNTa Cpe-
Iy HOIIBIALINA BCeKY apTedaKT masap.

KAKBO CE ITPOMEHMNI?

Pa3nnm4HOTO e, 4e Bede ce MIO/N3BAT IPOU3BENECHNA OT UCTOPY-
YeCcKMsl aBaHTapy CaMo KaTo M3XO[Ha MO3NLMs, 3a Ja ce ,,Cchpdupa“
BBPXY CPOfIHU B CbBpPeMEHHMTe 00IIecTBa TeMU U XKaHPOBe, 6e3 0ba-
Je [ja ce Lje/I CIieljyiajieH KOHIeNTyaneH eeKT. 3pUTesT e pyB/IedeH
KbM TeMUTe, BbB/IeYeH B M3Ka3a U OCTaBeH caM Ha cebe cu. Toit cam
6u Tps16BasIo Aa ce ,,OIpaBA”‘ B OHOBA, KOETO My IOKa3Bat. Pasbupa ce
VIMa IIPefU3BIKATEICTBO B IOZOOHY onmTit. VIMa fopu puck 1306110 ga
ce 3arybu Bpb3KaTa cbC 3putens. Ho ThbKMO 3apaan MOeTus pUCK Te3n
IPaKTUKI Ca MHTEPECHN B IPEOCMIC/ISIHETO HA MSICTOTO HA T€AThpa, B
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HANMIIBaHETO Ha TUIIA BPb3Ka, Ha TUIIA CLIEHNYEeH 13Ka3, KOJTO ce pas-
I03HaBa KaTo ajleKBaTeH Ha aKTya/IHaTa IpobieMaTnKa.

[IprmepnTe, KOUTO U3MOI3BAM, 32 1A APTYMEHTUPAM Te3U CU pas-
CHXKIeHNs 1 HabJTIofieH s, ca ,,Bb3xon 1 majeHue Ha rpaga Maxaronu®
(Aufstieg und Fall der Stadt Mahagonny, Basel-Berlin, reg. Benedict von
Peter 2025) u Sancta (2024), reg. Florentina Holzinger, a marepuansr,
KOJITO M3IIO/I3BAT [iBeTe MpefiCTaB/IeH s, KAKTO Bede Oe Ka3aHo, ca Ipo-
U3BEIEHUA Ha UCMOPUUECKUS A8AH2APO.

»BB3XON1 11 MajieHNe Ha rpaia MaxaroHu" e onpepeneHa >XaHpOBO
ot Kypt Baiin u bepront bpext kxato camupuuna onepa u uma cposita
IpeMuepa Tpy TOAVHN CJIef] TpeMuepara Ha ,,Omepa 3a Tpu rpoua‘, To-
ecT mpe3 1931 . A kparkara onepa ,,Csera Cysana“ Ha [Tayn Xungemur
3a pasbyamInTe Cce CEKCyalHU JKe/IaHUA Ha e[lHA MOHAXVHA MMa IIpe-
Muepa IOYTH [eCeT TOAMHY II0-PaHo — Ipe3 MapT 1922 1.

3a OnopentuHa XonuHrep orepara e obade IpocTo OCHOBA 3a
MHTepIIpeTars, pa3noioKeHa B )XaHPOBAaTa CTPYKTypa Ha MecaTa, 3a
fia 51 IpeoObpHe MPOHNYHO B OPYTATHO OHAT/IE[sIBAHE Ha IaTpyapXa-
HITe CTPYKTYpM Ha IybpKBarta. OT Ta3u I7lefHa TOUKa MOXKe JIa ce Kaxe,
Ye CTaBa /[yMa 3a HeI0 KaTo ,,0llepeH IIbpPOPMAHC’, KAKTO BIPOYEM
YKaHPOBO Oellle aHOHCKPaH MPOoeKTHT 1o BpeMe Ha TheaterIreffen Berlin
2026. ITapanenHo ¢ onepHusA croxeT 3a ceeta CysaHa, KOITO ce Npef-
CTaBs OT OIIepHATa IIeBMI[A M XOpa, 00/IedeH B KOCTIOMY Ha MOHAXVHY —
3PUTEIIAT OlLle IIPeV IPeJCTaBIeHNeTO I'f Cpellja BbB (oaiteTo Ha Tea-
TBpa, — Ce pasrpbllja M MecaTa B eflHa OTKPOBEHO Becela U MapofniiHa
¢dopma. ToBa o3HauaBa, Ue B Hesl CIy>KO6aTa ce CbCTOM KaTo ,,aKIVsA  Ha
¢oHa Ha cTeHaTa B 3a/jHaTa YacT Ha CLIeHaTa, KbIeTOo e n3o6pasena Cu-
KCTMHCKaTa Karlesna. Ta3u cTeHa ce IpeBpbllla 3a XEHNUTeE OT TPyIlaTa Ha
XopLuHrep B CT€Ha, [0 KOSTO Ce KaTepsT, a M300pakeHNeTo Ce PyLIn
mpep ounTe Ha nyoOnukara. EnyH poboT ce MOSBS BBB ,,BUCHHUTE, Ha-
KBJIETO Te Ce ,KaTepAT , yCTpeMeHM B Cayx6a Ha 6ora. Bcuuko ToBa
ce cy4Ba B 65CHO TeMIIO, JOKATO, CIIyCHAaTa OTTOpe, OrPOMHA KaMba-
Ha ,,6Me”“ C TAIOTO Ha efjHA OT yYaCTHUYKUTe. PasrppliaHero, passu-
XPSIHETO Ha >KEHNUTe OT TPYIaTa, KOUTO U TYK, KAKTO BYHATH, UTPAST
ro/u, IpeBpblia CIy>x6aTa B Helllo KaTo pok onepa. Ho u ToBa >xaHpo-
BO ycelljaHe € HeCUT'YPHO 1 MpoHu4YHO. OT Tasy I7IefjHa TOYKa CMsIHATa
Ha >XaHpPOBeTe OCTaBsl CMUC/IOBO TPAHCLEH/|CHTHATa IIePCIeKTNBA, B
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KOATO Ce yCTpeMsABa IIPefiCTaBIeHNEeTO M3IIPa3HeHa KaKTO OT ChbpiKa-
HIIe, TaKa 11 OT KoMeHTap. I'pexoBeTe Ha cBeta CysaHa He ca MOPUI[AHA
wnu onpocreny. He ca KoMeHTHpaHy win upoHusupann. Te mpocTo ca
M3XO[jHa TOYKa B IPeOOpPDIIaHEeTO Ha IepCreKTHBaTa He IIPOCTO KBbM
CBeTa Ha )XEHNTe, HO U Ype3 TAX KbM pa3bMpaHeTo Ha IbPKBaTa, BApa-
Ta, Tpexa B CbBpeMeHHNTe obmmecTBa. ToBa MpeHacoYBaHe Ha IOITIefia €
HaIpaBeHO C JIEKOTa U BECETIOCT, KOUTO CSIKAII ca HETUIIMYHY 3a TIOH0-
6en KoHIenTyaneH nbpdopmanc. V3pasHata popma e Briedat/isBalia.

B kpaifHa cMeTKa MOXKe JIa Ce Kake, 4e MaKap Jja yCBOsiBa IPOC-
TpaHCcTBaTa OT (oaiteTaTa Ha Tearbpa, TO3M ,,0llepeH MBPHOPMAHC”
KaTo I/I0 He HaNycKa ClieHaTa. HeroBusT ekcTaTu4eH puThpM obade
IpeAV3BMKBa yCelllaHe 3a eCcTeTMYecKa BakxaHanusA. OCTaBs ycellaHe,
4ye 3PUTENIAT € AMPEKTHO ,araKyBaH . JKeHNTe arakyBaT NMOZoOHO Ha
BaKXaHK/UTe HOPMUTE — KAaKTO eCTeTHYECKNTe, OCTABeHN OT ChBpe-
MEHHMIA TeaThp U TaHI/IbPPOPMAHC, TaKa U eTUYECKNTE, IIOCTABEHN
OT I'BPKBATa, 0OIIECTBOTO U T.H.

Cuumkama e om npoepamama Ha npebcmasﬂeﬂuemo

Tosn npoekt Ha XonuHrep (Kompoxykuus Ha Tearbpa B IlIBe-
puH, onepara B lllyrrapt u Buenckure npasuunmy, Popk6rone-bepnn,
Komuiue onep bepnus, Tearbpa B PoTepnam u T.H.) € OpueHTUpPaH pec-
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HeKTVBHO K'bM TAXHaTa my6mmka. C ejHa JyMa Toil e IIpelHa3HaueH 3a
my6/1MKa, KOSATO € HasICHO C KaHPOBNTE KOHBEHIINM U KOATO € B HAKa-
KbB CMICBII TOTOBA fla TI0€Me NPOBOKALMNTE U Jja Bie3e B IPOCTPaH-
CTBaTa, KOUTO XOMIMHIep OCTaBs OTBOpeHM 3a Hesl. Kak 6u pyHKImO0-
HIPAJIO TaKOBA IPENCTaBIeHNEe B JPYyra Ky/ITypHa Cpefia — HaIpumep
B bbnrapus, [opu B roneMuTe rpajose, — He € AcHO. IlokasBaHeTo My
Hanpumep B Ilonura, Ha MexayHapoguus ¢ectuan ,Konrakt“ B To-
pyH 2025 1. 6elre CKaH/a/THO, HO TOBA € 3apajiyl TBBPAUTE TOULINY Ha
KaTo/NM4ecKara I'bpKBa, a He TOJIKOBA 3apajy >KaHPOBUTE NPEU3BIKa-
TeJICTBA Ha omepHUs mbpdopmanc. OT Tasy IVIeHA TOYKA pasjmKaTa
C KOHIIENITYa/THO BBbBJICYEHMSI B KOHBEHLMATA Ha I'bpPOpMaHca VN
CIIEKTaK'b/Ia 3pUTENI, KOATO II03HaBaMe OT IPyTUTE >KaHPOBM CMeCBa-
HIUA e BUAMMA. Sancta e NMPOeKT, KOJTO He BK/II0YBa, HUTO M3K/I0YBa
KOHIIENTyanHo mmybnmkata. Toit HsAMa ,,04aKBaHUA  KBbM Hesl. IIpoek-
TBT OCTaBsA IPOCTPAHCTBO Ha 3pUTE/sA, B KOETO MIMa BB3MOXKHOCT Jja
u3bupa Mexny 3abaBlieHMe, eKCTa3, Bb3MYIeHNe, OTKa3 Jja y4acTBa,
KPUTUKA U YAUBJIEH)E OT BUJAHOTO.

Ilo chpmmsa HaUYMH caM Ha
cebe cu e OCTaBeH 3PUTEAT U
BBB ,,Bb3x0f] U majieHne Ha rpa-
fa Maxaronn“ (Aufstieg und
Fall der Stadt Mahagonny, Basel-
Berlin, reg. Benedict von Peter
2025). B cyyas cbe criekTakbiaa
B Basen ToBa Tpsi6Ba ja ce pas-
6upa pgopu OyKBajlHO, 3alOTO
nyOnmKara e IIPOCTPAHCTBEHO
CUTyUpaHa B JiBeTe 4YacTM Ha
IpeACTaBIeHNeTO O pas/InyueH
Ha4MH.

B mppBaTa 4acrt, KoATO ce
pasBuMBa Ipel TeaTbpa U BBB
doaiteto (Hero Karo site specific
theatre?), Ha 3putens my e nane-
Ha BB3MOXXHOCT Jla € Chy4acT- CHumKa — nu4eH apxue
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HIK B TeaTpajHOTO IpefcTastenue. Ho nma 1 cBobozara fja cenHe Hsl-
K'bJle ¥ TIPOCTO fia I7Tefia. BbB doaileTo Ha TeaTbpa MOXKe fia 0b/Iede Koc-
TIOM, KOJTO c1t 136epe, fia ITa3apysa, KaTo Cy KyIy HaIpumMep OyTunika
IIAMIIAHCKO MM APYTO, KAKBOTO U n3bepe. B 1031 cMuch1 OT Hero ce
OYaKBa JIa € AKThOP-I0KATO-e-3PUTEL.

MoskeM fa BUAMM TO3M MOAXOJ KbM IyO/InKaTa Kato BUA edexr
Ha OTYY’K[eHMe, JeMOHCTPYpALL] TeaTbpa KaTo TeaTbp, TOECT BUJ, IIOCT-
OpexTHMaHCKM MOAXOf K'bM Iybnukara. Ho copey; MeH 1jenta e mpocTo
Jia Ce TIOfYepTae caMaTa CUTYALVs ,TeaTbp , CUTyal[MsATa Ha MHCL[EHN-
paHe, Ha HAIIPaBEHOCT ¥ B TO3J CMICBH/I Ha YAOBO/ICTBIETO OT Hest. He
Cce pa34nTa Ha KaKBaTo I /ja € KOHKPETHA PeaKIyst uin edexT.

CHumKa — nuveH apxue

B®B BTOpaTa YJaCT Ha Hy6HI/IKaTa Be€Yye HE Ca OCTAaBEHI MHOTIO
BB3MOXKHOCTI. Ts1 e IoMecTeHa CBOOOIHO B MPOCTPAHCTBOTO Ha Tea-
TpaJIHaTa 3a/1a U CljeHa. T'bil KaTo CI0KETHO B Ta3M YacT JeViCTBUETO Ce
pa3BMBa Clef] yparaHa Haj rpajja MaxaroHu, spuTennuTe umar iBe Bb3-
MokHOcTH. EfHara e 1a ce Hacoyar K'bM ,,CIIaceHe OT yparaHa“ Ha clie-
HaTa, KbJeTO Ce HaCOYBAaT U aKTbOopUTe. A IpyraTa Bb3MOXKHOCT €, aKO
JICKAT, [la OCTAHaT, ,,JIa Ce CIIacAT" B 3aj1aTa U CIIOKOIHO Jja CU CeIHAT I10
CTOJIOBETE U Aa I/1ear.

Ha crjenara ca mocraBeHu JIOMIEIN 32 ,,)KUTETUTe Ha Tpaja’/3pu-
TennTe. TAXHATA IIO3UINA € efHOBPeMEeHHO KOM(pOPTHA 11 HeKOMPOPT-
Ha, 3aII[0TO Te He 3HAAT HUTO HaKbje Ha IVIeJaT, HUTO Jaau Oa CensT,
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WM Ja Texar. KpM ToBa MM ce Hajara u fia IesT C XOpa, 3alloTO UM
pasaaBaT IMCTOBKM C HOTM M TEKCT.

He mo-manko HekOM(OPTHO € MO/IOKEHIeTO Ha Te3M, KOUTO Ca 13-
Opay ja OCTaHAT I10 CTO/IOBETE B 3a/1aTa, 3a1[0TO CTABAIOTO Ha CLieHaTa
€ MHOTO JIa/Ied OT TAX 1 Te HAAMAT MHOTO J0Opa BUMMOCT KaKBO Ce CTTyYBa.

I[IpencraBnennero Ha Benenukr ¢on Iletep cbIO e KOMPOAYK-
s, Ho ¢ Deutsche Oper Berlin. [lokaro 6epnmHckaTa my6/mKa, KakTo
¥ IIpY TIPEfICTaB/IeHNeTo Ha XO/IIMHTep, € OTHOCUTETHO OTBOPEHa K'bM
nopfo6HM ,,cBOOOAHM 3a MyO/nMKaTa MPOCTPAHCTBA, b6asenckara myo6-
JIMKa pe3epBUPAHO U CKEIITUYHO Ce OTHeCe K'bM HOfoOHa ,[T0KaHa" 3a
M300p KaK Jja ce AbPXKu. PeXX1ChOPBT, KOTO € 1 MHTEeHAAHT Ha TeaTbpa
B basen u nosHaBa fo6pe HarmacuTe Ha My6IMKaTa B Tpajia, MPeBI/-
7MBO Oellle TIOCTaBYJI HA BXOZIa Ha TeaTbpa 00sCHNUTeTHA Tabera, C Ipa-
BUJIA 32 [IOBefleHNe B rpajja MaxaroHu, ,K'beTO YOBEK MOXKe Jia IIpaBK
BCIYKO, KOETO IIOXKesTae" — Helljo, KOeTO He Ce e Hajlarajo jja paBsy B
bepnum.

3a 3putens e oObpKBalla IpefocTaBeHaTa My ,CBOOOAHA" I03U-
st Tst e He caMmo HeKOM(OPTHA I10 OTHOLIEHYIe Ha CTaBALIOTO B TeaTb-
pa, KbETO e IOKaHEeH, 3aI[0TO
He ca My JafieHI SICHU IPaHUIN
Ha ,,KaHPOBO" TIOBEfeHNe, HO €
U TOMUTHYECKM HeKOMQOpPTHA,
3aI[0TO OYEBUIHO OTTOBOPBT
Ha IIOCTaBEHMA OT BpexT Bb-
IIPOC He e JIeCeH 1 He MOXKe [ja
ce CBefie 10 ITPOCTO MOCTIaHVe OT
TUIIA ,KaIIMTAIN3MBT BOLY CBe-
Ta K'bM aITOKaJINIICUC .

WILLKOMMEN =
IM MAHAGONNY,

- WO MAN
«ALLES DURFEN DARF»

feil von Mah in.
fm, erkunds die'Stad
.

=2, Du darfst Schnd e
Lauere on den SektWWiigen hof Rebafte,

3. Du darfst dich frei bewegen,
Im arsten Teil spielt das Stock im Foyer,
uuuuu und auf dem Thaaterplatz
Folge den Darstallersinnent

iehe im zweil

lasse dich ouf Matratzen und seitlichen
Podesten direkt auf der Biihne niedar. Wa:
Abstand wiinscht, bleibt im Zuschaverraum.

B 0600mmenne Moxe ma
ce Kaxe, 4e Tasu ,CcBOoOomHA"
HO3UIMsSI Ha 3pUTENsT B MeX-
Ly>KaHPOBUTE IPOCTPAHCTBA,
B KOSITO TOM € OCTaBeH caM Ha
cebe cu, e Jocra puckoBa. 3a-
II0TO, KOJAKOTO M CKaHjaaHa CHuMKA — iuteH apxus

GESETZE
= VON MAHAGONNY
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CIIPSIMO KOHBEHLIMMNTE, KOMTO ITI03HABA, [ja € eHa HOBa IO3NIINS, KOATO
MY IIpefijlaraxa Ipefy HAKOIKO TOfVHY Ibp(OpPMAaHCHUTE U TOTIEMUTE
CIIeKTAKJIOBU ITPOEKTY, KOMTO M3II0/I3BaXa CBIUIO Pa3INYHM >KaHPOBE,
TS € IaK 10-KOM(OPTHA OT Ta3y, B KOATO Ce OKa3Ba caM cera 6e3 siCHO
3afjafieH KOJI Ha IIOBeJleHMe.
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3BYKOBUAT AU3ANH KATO
APAMATYPTUYEH DAKTOP B
AYANO-BU3YANHUTE MEAUN

OVMHWTBHP BEHKOB!

SOUND DESIGN AS A DRAMATURGICAL
FACTOR IN AUDIO-VISUAL MEDIA

DIMITAR BENKOV?2

Pestome: B cbBpeMeHHaTa ayguo-BU3YalHa KYITypa 3BYKBT
GYHKIMOHMpPA KAaTO CaMOCTOATENIeH J[paMaTyprudeH KOMIIO-
HEHT, KOWTO y4acTBa B CTPYKTYPMPAaHETO Ha BB3IPUATHETO,
arMoc¢epata 11 eMOIVMOHA/IHATA JIOTMKA Ha IIpou3BefeHneTo. B
IIOK/Tajia ce pasryeXkzia 3BYKOBUAT AM3aifH KaTo KI040B (HaKTop
B [paMaTyprusATa Ha ayJyuo-BU3ya/HUTE MeUM, aHAIM3MUpPaT ce
OCHOBHUTE MYy (DYHKIIVIM, B3aVIMOJIEVICTBMETO My ¢ 06pasa 1 po-
NATa My B PasIMYHM KOHTEKCTH, BKIIOUUTETHO KMHO, TeaTbp 1
purutanan cpegy. CrieliuaaTHO BHUMaHNE ce OT/eNA Ha IICUXO-
axyctnunurte Mexanusmu (ITD, ILD, HRTE pesepbepauns) u
Ha MOJIe/Ta Ha aKyCTMYHa I1apajiakca, KOTO OIMCBA IPOMEHUTE
BBB BB3NPUATHETO IPY JBIDKEHMEe Ha KaMepara. Pasriemanm

1

JumMuTbp BeHKOB € JOKTOpaHT Ha CaMOCTOSITe/IHA IIOATOTOBKA B JOKTOPCKa
mporpama ,Mysuka“ Ha HBY ¢ HaydeH ppKoBopuTen fou. A-p Emun Tpaitues.
E-mail: dbbenkov@gmail.com

Dimitar Benkov is a doctoral student in independent preparation in the
doctoral program ,,Music* at NBU with scientific supervisor Assoc. Prof. Emil
Traichev, PhD. E-mail: dbbenkov@gmail.com
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ca CBILO0 IPOCTPAaHCTBEHATA OpPraHM3alMsA Ha 3BYKa, PO/IATa Ha
KOHCTaHTHU 3BYK KaTO cTabunmsupaiy (GakTop BB BB3IPU-
TUETO ¥ BB3MOXHOCTUTE 3a Ch3[laBaHE HAa APaMaTyprUMYHO Ha-
IIpe>XeHe Ype3 KOHTPAIYHKT MeX/Y 3BYK 1 00pa3. [logyeprasa
ce ponATa Ha 3BYKOBISA [JU3aliH, KOJTO C/eiBa fja O'b/ie pasIyiex-
IaH karo ¢opMa Ha aBTOPCKO MIC/IEHE, KOATO y4acTBa B M3-
IPX/JaHETO Ha CMUCHJI, EMOLIMOHAIHA CTPYKTYpa U IePLENTUB-
Ha OpraHusanys Ha ayiMo-BU3YaJTHOTO IIPOU3BEJEHNE.

Knouosu 0ymu: 3BykoB fu3aiiH, IpaMaTyprus Ha 3BYKa, IICU-
X0aKyCTHUKa, ayino-BU3yalHa MHTErpalus, MMEPCUBHM CpelM,
IIPOCTPAHCTBEH 3BYK

Abstract: In contemporary audio-visual culture, sound functions
as an autonomous dramaturgical component that contributes
to the structuring of perception, atmosphere, and the emotion-
al logic of a work. The present study examines sound design as
a key factor in the dramaturgy of audio-visual media, analysing
its principal functions, its interaction with the image, and its
role across various contexts, including film, theatre, and digital
environments. Particular attention is given to psychoacoustic
mechanisms (ITD, ILD, HRTF, reverberation) and to the model
of acoustic parallax, which describes perceptual changes associ-
ated with camera movement. The study also addresses the spatial
organisation of sound, the role of constant sound as a stabilising
perceptual factor, and the potential for generating dramaturgical
tension through counterpoint between sound and image. The pa-
per argues that sound design should be understood as a form of
authorial thinking that participates in the construction of mean-
ing, emotional structure, and the perceptual organisation of the
audio-visual work.

Keywords: sound design, sound dramaturgy, psychoacoustics,
audiovisual integration, immersive environments, spatial audio
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OCHOBHU ®YHKIINM HA 3BYKOBI
IIN3AVIH BbB BU3YAJIEH ACIIEKT

3BYKOBUMAT [iu3aitH 06XBallla MHO)XeCTBO KOMIIOHEHT — [IUAJIOT,
3BykoBu edektu (SFX), amOuent, Mysuka u TumuHa. TsxHata QyHK-
VIS He ce M34epIIBa C M3TpaXk/jaHe Ha aTMoc(epa, a e MPSAKO CBbp3aHa
C [paMaTypruyHaTa CTPYKTypa Ha ay[JMOBM3ya/HOTO IPOV3BELEHNUE
[SONNENSCHEIN 2001: 3-10]. B T0311 KOHTEKCT 3BYKOBUAT JU3aliH
MO>Ke f1a O6p/ie pasIyIeXXiaH Ipe3 Mmpru3Mara Ha KaMepaTra He CaMo Karo
BU3YaJIeH, HO 1 KaTo IleplenTuBeH LeHTbp. KaMepara ¢yHKIMOHMpa
KaTo pedepeHTHa TOYKa, KOATO OIpefeisl HauMHa, 110 KOWITO 3pUTe-
JIAT BB3NpHeMa IPOCTPAHCTBOTO 1 3BYKoBara cpefa. ITogobeH mopxor
IpepIonara Bpb3Ka MKy ICUXOaKYCTUYHNTE MEXaHI3MM Ha JOBEII-
korto Bb3npusATre [BLAUERT 1997: 30-60; MOORE 2012 80-120].

B paMkuTe Ha HaCTOAIIOTO U3C/IeABaHe Ce MpefIara Mofel, KO-
TO 00€MHABA YeTHPY OCHOBHM IICMXOaKYCTUIHM MEXaHN3Ma — Pasin-
KI1 BBB BPEeMeTO Ha JOCTUTaHe Ha 3ByKa jjo aBete yuu (ITD), pasnukn
B MHTeH3uTeta Mexay asere yin (ILD), HRTF u gunamuyna pesep-
Oepauus — B CUCTeMa, CboOpaseHa C BVDKEHNETO Ha KaMepaTa. B Tosn
MOJIe/l KaMepaTa ce pasITIeXnia KaTo
aKyCTH4YeH LEeHTBp, KOITO BiMse
BBPXY OPTaHU3ALVATA U BB3IPUATH-
€TO Ha 3ByKOBOTO ITPOCTPAHCTBO.

Mo3nuus U ABUXKEHUE
Ha KamepaTa

ITD (BpemeBMTE pasInKy MexX- ITD ILD
iy CUTHAINUTE, JOCTUTAIY O J{BETE (BpemeBy (amMnAuTYAHN
YIIV) Ce U3MEHS MPU XOPU3OHTATHO P pasmiy
IBIDKeHMe Ha KaMepata (X-oc) u ur- l I
pae K/IIOYOBA POJs IPU JIOKAIU3A- | Pesepbepauns| | OTpaxeHus
LMATA HA 3BYKOBUTE U3TOYHUIIL (AMHaMK4Ha) (early/diff)

ILD (pasnukute B MHTEH3UTe-
Ta MEXJy /iBaTa CIyXOBM KaHasa) ce
B/IMsie OT aMIUIMTYZAATa U MO3ULMATA
Ha 3BYKOBUTe O0EKTM U IONIPMHACH 32
BB3IPUATIETO HA IPOCTPAHCTBEHATA
UM OpUEHTaLUA.

HRTF (pyHkummre Ha raaBara

——

PeBepBeHUA
(omMHaMuyHa)

v

3BYKOBa NepcneKkTHUBa
cbobpaseHa ¢ KaMepaTa
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U yIIHAaTa MIUJQ) Ce IPOsBsIBA 0COOEHO NPy BEPTUKATHU JIBVI>KEHMS
(Z-oc¢).

Pesepbeparusta ce MpoOMeHs B 3aBUCUMOCT OT Pa3CTOSTHUETO U
reoMeTpusTa Ha MpoCcTpaHcTBOTO (Y-0C), ImpenocTaBsiiiku nHdOpMa-
LM 3a I'bI00YMHA 1 00EM.

CBBMeCTHOTO JIeICTBYE Ha Te3) MeXaHV3MM [I03BOJIsABA U3TPaXK-
JlaHe Ha 3BYKOBA IIEPCIEKTVBA, ChOOpaseHa ¢ BU3ya/HaTa AMHAMMUKA,
KOSTO Ce Bb3IIpyeMa KaTo JIOTMYHa, CTaby/IHA Y MIMePCUBHA.

EnHa oT ocHOBHMTe DYHKI[MY Ha 3BYKOBMS AU3AlH € U3rpakyia-
HeTO Ha eMOLVIOHA/IHA 3BYKOBA Cpefia, ChboOpaseHa C BM3ya/HaTa Iepc-
HeKTVBA. 3BYLM KaTo BATHP B OTKPUTO IIPOCTPAHCTBO, HUCKOIECTOT-
HU IPOHOBE B CIIEHV Ha HAIIPeXKeHNe VTN BHE3aIHa TUIMHA Ch3[aBaT
€MOL[MOHA/IHY BHYIIIEHN I, KOMTO He MOTarT Ja O'b/jaT MOCTUTHATY eVIH-
CTBeHO upe3 06pasa. B To31 cMUCHI BB3AECTBUETO HA 3ByKa MOXe Jia
6pze pasrienaHo kato popma Ha added value, upes kosiTo TOI OOOTATS-
Ba BB3NpusTHeTO Ha obpasa [CHION 1994: 8-15].

B pamxuTe Ha Tasu 3ByKoBa Cpefia 0COOEHO 3HaYeHMe MMa T.Hap.
KOHCTaHTEeH 3BYK, KOUTO (PyHKIIVIOHMpPA KaTO CTAOMIM3MPALL] €/IeMEHT
BBB BB3IPUATHETO. TOI MOAIIOMara OpMEeHTALMATA B IPOCTPAHCTBOTO
U Ch3JjaBa ycelllaHe 3a HEMPeKbCHATOCT, KaTO CBbP3Ba OT/ETHUTE BU3Y-
QJIHY 1 3BYKOBMU €/leMEHTH B eflMHHA cpefa. Ta3u cTabuIHOCT e CBbp3a-
Ha C HauMHa, 110 KOJTO Ce BB3IpUeMaT IPOCTPAHCTBEHNTE IIPOMEHN B
3ByKa. B TO3U KOHTEKCT MO>Ke J1a ce pasIyiefia U sSIBeHNeTO aKyCTUYHa
Iapajakca, KOeTo OINCBAa IIPOMEHNUTE B 3BYKOBOTO BB3IPUATHE IPK
IIBVDKEHVe Ha KaMepara CIIPSIMO 3BYKOBUTe M3TOYHMIIM. To3m mporjec
JOIPUHACS 34 M3IPA>KAAHETO Ha ycelllaHe 3a JBI00YNMHA U IPOCTPaH-
CTBEHa JIOKa/IM3alLusA B TPUM3MepHaA ayuo-BusyanHa cpefia [RUMSEY
2012: 101-118].

AKYCTNYHU MEXAHN3MUI

IIpn pBM>KeHMe Ha KaMepaTa HacT'bIIBAT IPOMEHM B aKyCTUYHU-
Te ITapaMeTpH, BK/IIOYNTE/THO MHTEH3UTETa Ha 3ByKa, CIeKTPaTHIA Oa-
TIAHC, BPEMEBUTE ¥ MHTEH3UTETHUTE Pa3/IMKI MEXY CUTHAINTE, JOC-
turaiy 1o gsere yum (ITD u ILD), KakTo 1 CHOTHOIIEHNETO MEX[Y
IVIPEKTEH U OTpa3eH 3BYK.

92



7. TUMUTBP BEHKOB. 3BYKOBUAT IU3AVIH KATO JPAMATYPTMYEH ...

)

Y Changes in
Distance amplitude
and position
of objects

ITD

Reverberation

X

Tesu mapameTpy UrpasT ChIeCTBEHA POIsl IPY BB3IPUEMAHETO
Ha Pa3CTOsIHME, [BI00YIHA M IPOCTPAHCTBEHA OPMEHTALIVISL.

Be3npusaTiero Ha T€3u IPOLECH € Pe3Y/ITaT OT MHTETPALIMsl MeX-
Ly CTyXOBU 1 BU3ya/nHM curHanu. Korato gBere MOJaTHOCTM €a B ChOT-
BETCTBME, IPOCTPAHCTBOTO Ce BB3IIpueMa KaTo CTabu/IHO 1 yoenuTe-
HO, JOKaTO HeChOTBETCTBIATA MOTAT Jja JOBEMAT 0 MePLENITYBEH KOH-
¢muKT M noBuIeHo KoruutuBHO HaroBapsaHe [STEIN & MEREDITH
1993: 67-89].

PasnmuHnTe ABVMOKEHNSA Ha KaMepara — TAaHOpaMa, TPAKMHT WIN
KpaH — Ch3[aBaT Pas3lINYHM aKyCTUYHM CUTyalMu. B TO3M KOHTEKCT
3BYKOBUAT AM3AlH ¥ MMUKpPO(OHHATA IEPCIeKTMBA OLpPEeHeNAT Aajn
3BYKBT C/IefjBa IBVDKEHNETO HAa KaMmepara WIM OCTaBa (QUKCHpaH B
IpOCTPaHCTBOTO. ChBpeMeHHIITe MHOTOKAHA/THY, aMOVCOHMK 1 O1Ha-
ypanHu ¢popMaTy O3BO/ABAT HO-IPELM3HO MOie/IMPaHe Ha Te3N Ipo-
ecu [HOLMAN 2010: 221-245].

EnuH oT Hail-ACHNUTE IIPUMepPH 3a Lje/IeHACOYEHO M3II0/I3BaHe Ha
OTpPa’keHNITa KaTo M3PasHO CPeICTBO MOXKe [1a O'b/je OTKPUT B IIPAKTH-
Kara Ha Bruce Swedien, mpu KoroTo mpocTpaHCTBOTO U peBepbepary-
ATa Ce M3IO/I3BAT KaTO AKTUBEH eIeMEHT B M3TPaXK/JAHETO Ha 3BYKOBILS
obpas.

Axyctrynara ¢unocopus Ha Swedien ce ocHoBaBa Ha pasdu-
paHeTo, Ye MPOCTPAHCTBOTO € I'bPBIYEH MHCTPYMEHT B 3BYKO3aIlNcCa.
KakTo ortbenssBa camusr Toit: ,He msmonsBam ekBanmaiisep. VI3mons-
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BaM MUKPO(DOHM, TAXHOTO pasnonoxeHne un akycrukara“ [SWEDIEN
2009]. Tosu mopxom IOCTaBsA aKIEHT BBPXY M360pa Ha aKyCTMYHA
cpenia, MO3ULMOHVPAHeTO Ha MUKPO(OHUTE M KOHTPO/IA Ha paHHUTE
OTpa’keHMsI, KaTO Pa3CTOSHIETO Ce M3I0/I3Ba KaTo CBOeoOpaseH aKyc-
TdeH GuATHP. B TO3M KOHTEKCT MPOCTPAHCTBOTO IpecTaBa Aa Obe
HeyTpa/lHa Cpefja 11 ce IIpeBp’bllja B aKTUBEH ecTeTndecku pecypc. Ilo
TO3Y HA4uVMH aKyCTUKaTa QyHKIMOHVpA He CaMO KAaTO TeXHWYECK) Ia-
paMeTbp, a KaTO HOCUTE/T Ha eMOILIVIOHA/THO Bb3/IeJICTBIE U YACT OT 3BY-
KOBaTa J{paMaTyprusi.

OrpaxxeHnATa:

ROOM CJ10/ (2-5 m)
[bn6ouunHa, ecTecTeeHa pesepbepauus

¥

PAHHWU OTPAXEHWA (0,5-1,5 m)

npOCTpaHCTBEHOCT, ,,B'baﬂ,y)(", NnokKannsauusa

T

OWPEKTEH 3BYK (10-20 cm)
flcHOoTa, MUHTUMHOCT, oeduHULna

Tpute OCHOBHM C/I0SI Ha 3BYKOBOTO IPOCTPAHCTBO — JVPEKTeH
3BYK, PaHHU OTPaKeHNUA U peBepOepallMoOHHA cpefia — (QYHKIMOHU-
paT KaTo B3aMMOCBBP3aHa CUCTEMA, KOSITO 0GOpMsI BB3IPUATIETO 3a
IpPUCDHCTBUE, IBI00YIMHA U IOKaMu3auys. JIMPeKTHUAT 3ByK OCUTYPsI-
Ba ACHOTA U AeMHUIVA, paHHUTE OTPa>keHUsA Ch3JaBaT yceljaHe 3a
IPOCTPAHCTBEHOCT U ,,BB3AYX , & peBepOepalliOHHMAT IOV U3TPasK-
fla BI00YMHA M aKyCTUYHA TIepCIeKTuBa. B3anMopeiicTB1eTo MexXay
Te3U eJleMeHTH JOIpPMHACA 32 OPOPMAHETO Ha LSFIOCTHOTO 3BYKOBO
T0JIe ¥ HeTOBOTO Bb3/IefiCTBYUE BBPXY CIyIIaTeNs. B T03u cMuCHI mpoc-
TPAHCTBOTO He € MacyBHA XapaKTepPUCTHKA, a aKTUBEH KOMIIOHEHT B
U3TpaXK/JaHeTO Ha 3ByKOBIUs 00pas.

[IpakTukara Ha Swedien, oco6eHO IpM BOKa/JHNUTE 3alUCU Ha
Michael Jackson, gemoHCcTpMpa Kak Ype3 KOHTPOI Ha Te3U C/I0eBe MPOC-
TPaHCTBOTO MOXKe Ja (PYHKIMOHMPA KAaTO JpaMaTyprudeH HOCUTeN Ha
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eMOIIVIA.
Aynno-Bu3yanmHOTO IIpOM3BelleHMe MOXe Aa Obie pasIefjaHo
KaTo MHAMIYHA JAVaJOTNYHA CTPYKTYPa, B KOATO 3BYKBT U 0OpasbT
He CBIIECTBYBAT KaTO aBTOHOMHM ¥ CAaMOJOCTATBYHM KaHA/IN, a KaTo
B3aMIMHO3aBUCUMM €/IeMEHTU. B TO3M CMUCB/I 3ByKBT HE CaMO CBITBT-
cTBa 006pa3a, HO AKTUMBHO Y4acTBa B HETOBOTO BB3IIpUEMaHe, KaTo My
mpujaBa AOMbIHUTENHa M3pas3Ha croiHocT (added value) m nacou-
Ba 3PUTENTHOTO BB3NPUATUE, KAaTO ,CTPYKTYpUpa HAIIETO BIDK/aHE"
[CHION 1994: 5-15].
[TcuX0aKyCTMYHUTE M KOTHUTVBHITE OCHOBAHYA 3a Ta3U CUHep-
TUsl Ce KOPEHST B MeXaHM3MUTE Ha MY/ITUCEH30pPHATa MHTETPALiVIs.
V3cnenBaHusATa OKAa3BaT, Y€ YOBEIIKUAT MO3BK He 00paboTBa CyXo-
BUTE U BU3ya/IHUTE CTUMY/IU KaTO OTAETHM MH(POPMALVOHHY OTOLIN,
a I C/IUBa B €fMHHA IEpPLENTNBHA KOHPUTYpaLys, KOraTo Te ca Bpe-
MEBO U IPOCTPAHCTBEHO CBINIACYBAaHY, KOETO BOAY JIO IIO-CTaOUITHO
U MHTETPUPAHO BB3NPUATHE Ha ayayo-BuayanHara cpepma [STEIN &
MEREDITH 1993: 67-89].
ToBa cnuBaHe opaka GeHOMEHM KaTo:
v/ JOMMHAHTHOCT — 3BYK'bT IPOMEHSI MHTEePIIPETALMATA HA BU3Y-
aJIHOTO JIBVDKEHIUE;
v/ ycumiBaHe — CHBIAJIEHNETO MEX/Y MOJATHOCTUTE yBeInYaBa
ACHOTATa ¥ HACOYBA BHUMAHNETO;
v/ KOpeKIus — 3ByK'bT KOMIIEHCHPA JINIICBALIA VU BYCMICTIEHA
BU3ya/Ha MH(pOpManML.
B TO3M KOHTEKCT 3BYKBT (PyHKIMOHVPA KaTO aKTVBEH KOTHUTH-
BEeH MOJ[Y/IaTOP, @ He KaTO BTOPUYEH M/ IeKOPaTUBeH CTIOIL.
KoHTpanyHKTBT MeX/y 3ByK 1 006pa3 Moxe Aa 6bie pasriefaH
KaTo (popMa Ha CeMaHTUIHO HAIIPEXKEHUE MEXAY ayAno- M BU3YaTHUs
IUIACT, IIPM KOETO Te He Ce IMOAKPEIIAT, a Ch3[jaBaT MHOTOIIIACTOBO Bb3-
npusrre [KULEZIC-WILSON 2015: 54-67]. [IpamaTypru4HoTO Hampe-
JKeHJe Bb3HNMKBA B CUTYaIVl, B KOUTO 3BYKBT He VIIOCTPMUPA IPSIKO
BU3YaJTHOTO JIEVICTBME, a TO Ipecuya, KOHTPACTVpa VIV HOCTaBs IOf
BBIIPOC OYaKBaHMATA Ha 3puTensi. ToBa aKTUBUpPA KOTHUTUBHIUTE Me-
XaHVM3MI Ha BB3IPUATUETO, IPU KOUTO 3PUTENAT € IIOCTABEH B IO3M-
LV [la MHTETPMpa Ha IPBB MOI/Ie]] HeChbBMECTUMM IEPLENTUBHY IIIa-
CTOBe.
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B emoroHaeH miaH ogo6HO pa3MyHaBaHe — HAIIPUMEP MEX/Y
CIOKOJTIHA MY3MKa U HaCWJICTBEHA CLIeHA VIM MEXAY XaOTH4YeH IIyM U
CTaTMYeH KaZ'bp — MOXKE ia IIOPOAM ChCTOAHMA KaTO TPEBOXKHOCT, OT-
Jy>KJeHNe VIN NMpeqdyBcTBMe. KOHTpallyHKTBT IpUTeXaBa U 3Haul-
Te/IeH POHMYEH MOTEHINA, KOTaTO 3BYKOBUAT IUIACT (PYHKIVOHMPA
KaTO MeTaKOMEHTap, IOCTaBAI II0J BBIIPOC 6YKBaTHOCTTA Ha BU3Yasl-
HOTO JeICTBUE ¥ HACOYBaIll 3PUTENA KbM I10-C/IOKHY MHTEPIPETALINNL.

3BYKOBUMAT OV3AVHEP

Porsita Ha 3ByKOBYSI f13aliHep B CbBPEMEHHNTE ayA1i0-BU3YaTHI
U CLIEHVYHY M3KYCTBA HaAXBBP/IA TPAJUIMOHHNTE IIPEACTABY 3a TeX-
HIYecKa QYHKINS U ce pasrpblia KaTo ChIECTBEH IIPMHOC KbM Jpa-
MaTypru4Hara CTPyKTypa Ha IpOM3BefeHIeTo. B TO31 KOHTeKCT 3By-
K'BT He IIPOCTO CBIIPOBOXK/IA [EVICTBMETO, @ yYacTBa B HETOBOTO Opra-
HM3UpaHe 1 MojenupaHe. VscnenoBarenn kato Ross Brown BbBexzar
nousTrero dramaturgy of sound, mogdyepraBaiiki, 4e 3ByKBT MOXe Ja
(GYHKUMOHMPA KaTO CTPYKTYpUpALL] e/IeMEeHT B CLIEeHNYHOTO e/ ICTBIe
[BROWN 2010: 1-12]. [Togo6Ha mepcreKkTnBa OTKPMBa Bb3MOXKHOCT Jja
Ce pasryeXx/a 3ByKOBUMSAT AM3ailH KaTo ¢popMa Ha aBTOPCKO MICTIEHE,
KOSITO Y4acCTBa B M3TPAXX/JAHETO Ha CMVCH/I, PUTHM U eMOLIVIOHATHA JT0-
TUKA.

B TO3M cMMCBI 3BYKBT MOfenMpa BpPeMETO 4Ype3 PUTMUYHU
CTPYKTypu ¥ TpaHchoOpManmy, OpraHusupa MPOCTPAHCTBOTO Upe3
aKyCTMYHA MEPCIeKTHBA U FBI00YNHA M KOHCTPYMpa CYOEKTUBHOCT
4pe3 B3aMMOJEIICTBMETO MEX/Yy BBTPELIHM M BBHIIHM 3BYKOBU IUIA-
croBe. Upes Tesu QpyHKUNU TOJ y4acTBa IPSAKO BBB (GOPMUPAHETO Ha
HepIeNTVBHATA PaMKa Ha IIPOM3BEIEHIETO, KaTO HacOYBa BHIMaHe-
TO, CTPYKTYpMpa BB3NPUATHETO U Ch3[aBa yCIOBNUSA 3a Bb3HMKBaHe Ha
CTIO)KHU €MOLVIOH/THM 1 KOTHUTVYBHY peakinu. B To3u KOHTeKCT 3By-
KOBUAT iM3alfH MOXKe fia O'bjie pasryieflaH KaTo aKTUBEH ApaMaTypriu-
4eH (aKTOp, KOITO He CAMO CBHII'BTCTBA BU3Ya/THMsI IJIACT, HO ¥ Y4acT-
Ba B M3IPaX/[aHETO Ha CMMCDHII, HaNIpeXXxeHre U nHTepuperanys. Toit
(YHKIMOHMpPA KaTo MeAVaTop MeXXAy obpasa U Bb3IPUATUETO, Ype3
KOJTO ay[yo-BU3ya/HOTO IIPOM3BefeHMe IpuAobuBa CBOATA IIPOC-
TpaHCTBEHA, eMOLMOHA/THA ¥ KOHLIETITYa/THa IS/IOCT.
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PAHHWUTE COHATU HA MOLIAPT N BETOBEH

MPE3 NMOTAEAA HA TPAAULUNWTE BbB
BUEHCKATA LU/TI'YAKOBA LLUKOAA

KAPMEH TEJI®ESH!

THE EARLY SONATAS OF MOZART AND BEETHOVEN
THROUGH THE LENS OF THE VIENNESE VIOLIN
SCHOOL TRADITION

KARMEN TELFEYAN?2

Pe3stome: Komnosuropure Bondraur Amazgeyc Mouapt u Jlyn-
BUT BaH beTOBeH MMAT 3HauMTe/lIeH IPMHOC 3a PasBUTHETO Ha
COHATaTa 3a MMMAHO ¥ LUTY/IKA B eoxaTa Ha Knacuuyusma. Camo
¢ 14 rogyHM pasnMKa BbB BBH3pacTTa CU Te NMpPaBAT APACTUIHU
IIPOMEHM B KIacM4ecKaTa My3MKa, KaATO BCEKM OT TAX € OCTABUII
Heza/muuMma ciefia. V gBamara HoBaTopu camm Io cebe cu, Te
OCTaBAT HAC/IENCTBO, KOETO MPOAB/IKABA [jd BIBbXHOBABA IIOKO-
nenusA. IIpMHOCHT Ha TO3M JOK/IAZ € CBbP3aH C aHANMN3VMPAHETO
Ha HAKOM OT PaHHMTe COHAaTy Ha MonapT u beToBeH npes mnore-
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8. KAPMEH TE/I®EAH. PAHHUTE COHATH HA MOLJAPT ¥ BETOBEH ...

Ja Ha TpaJuLMNUTe BbB BMEHCKAaTa LIMTYJIKOBA LIKOJIA Ype3 pas-
ITIeK/IaHe ¥ KOMEHTHPAaHe Ha JVHAMUKY, YKpalleHus, IPUXU U
IpYI¥ IOXBATH, CBbP3aHN CbC CTHIA Ha Kommosutopure. O6exr
Ha aHa/M3 ca MomaproBaTa coHaTa 3a IMaHO U Hurynka Kve,
Nel B o ma>kop u beToBeHOBaTa coHaTa 3a MMaHO M Luryaka Nel
B pe MaXkop.

Kntouoeu oymu: B. A. Monapr, JI. Ban beroBeH, Buencka mkona,
PpaHHU COHATU

Abstract: Wolfgang Amadeus Mozart and Ludwig van Beethoven
are widely regarded as pivotal figures in the evolution of the clas-
sical sonata for piano and violin. Despite their relatively narrow
14-year age difference, the two musicians made radical changes to
the classical music genre, with each of them leaving an indelible
mark on the genre. Both of these individuals were innovators in
their own right, and they left a legacy that continues to inspire
generations. The present report contributes to the analysis of
some of Mozarts and Beethoven's early sonatas by examining the
traditions of the Viennese violin school. This examination focuses
on dynamics, ornaments, bowing and other techniques related to
the style of the composers. The object of analysis is the Mozart
Sonata for Piano and Violin in C major, KV6, and the Beethoven
Sonata for Piano and Violin in D major.

Keywords: W. A. Mozart, L. van Beethoven, Viennese school,
early sonatas

MOIAPT, BETOBEH 1 DTUT'YIIKATA

Bongranr Amazseyc MoLjapT e 3aBbpllIeH LUTYIap CbC 3a4BbA00-
4YeHV MO3HAHMA 110 MHCTPyMeHTa. Heropure meT KoHILepTa 3a LIUTYII-
Ka, HaIlMICaHU IPUOMM3UTENTHO MeX Ay 1773 u 1775 1., KOraTo Toii e olije
IOHOIIIA, IIOKa3BaT, 4e MoljapT pa3B1Ba KaHpa Ha KOHI[epTa U ro obora-
TSABA C XapaKTePHMS CY MeTOAMYEH O/IACHK U M3PA3UTETHOCT, HO MOXKe
6u 1O-BIIEYaT/IABAIIOTO €, Ye Te BeJHara NMpUAoOMBaT MOMYIIAPHOCT,
KOATO He oTuIyM:ABa noutu 250 roguun. KoHneprure 3aemar yHuKaaHa
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HO3NIMA B MY3MKaTHATa MUCTOPUA, TpaHCPOpMUPpANKy oduIiamHa-
Ta CTPYKTypa Ha 6apOKOBMsI KOHIIEPT C €MOILVIOHA/IHA 1 jpaMaTU4YHa
rama, KOATO Iiie IOATOTBY CLIeHaTa 3a MO-NMIIHUTE KOHLEPTU OT Po-
MaHTHMYHATa eI10Xa, KOUTO MIPEJICTOT.

OT 1efiHa TOYKA Ha HaYa/IHNUA IEPUOJ, IO BpeMe Ha Koiito Mo-
LIapT e IPOXOXKAA/I B KOMIO3MPaHETO Ha COHATUTE CU 3a NMAHO U LU-
Ty/IKa, CU JINYM HETOBOTO HOBAaTOPCTBO B KOMIIO3MIIMOHEH IUIaH. Yncto
TeXHIYECKU PaHHUTE COHATU Ha MoLapT He ca TOJIKOBA M3UCKBAIIN,
KOJIKOTO HETOBUTe IO-K'bCHM, B KOUTO CY IPO/IMYaBa UCTUHCKUAT Mo-
LJAPTOB CTWJI — BCe MaK TOM e OWI Ha OKO/IO 7 TOJVHM, KOTaTO € KOM-
mo3uparn T. Hap. Wunderkind conatu. VIHTepecHOTO ¥ OTTUYUTETHOTO
IIpY TSX €, 4e Ca HAIVCaHM 3a KJIaBecuH (OT/jaBHA Ce M3II'b/IHABAT IIpe-
JIVMHO C IVAHO) C Bb3MOXKEH CBIIPOBOJ, Ha LIUTY/IKa, KOETO O3HAYaBa,
Ye MapTysATa Ha K/laBecuHa (IMaHOTO) € OCHOBHA I CAMOJJOCTATbYHa, HO
MO>Ke Jla MMa aKOMIIaHupaIa qurynka. OpUruHaTIHOTO MM 3arjIaBue e
Sonates pour le clavecin qui peuvent se jouer avec I'accompagnement de
violon (Conaru 3a KaBecuH, KOUTO MOTaT Jja Cé CBUPSAT CbC CHIPOBOJ
Ha uurynka) [MOZART 1764: 3]. Mouaprt Haii-BepOATHO € KOMIIO3Mpat
HapTuATa Ha MMAHOTO C NIPMOPUTET, 3a 1A s USII'BIHSABA CAMUAT TOIL.
Pas6upa ce, 3ajjaqaTa B M3II'BIHABAHETO VM € Ollje O-TPYJHA, 3aI[0TO
OT YJCTO MY3MKa/IHa I7Ief{Ha TOYKa Te M3UCKBAT JOCTa MO-[ieTail/THa pa-
6oTa c BHMMaHue K'bM (ppasupaHeTo, U3PasUTETHOCTTA Ha BCEKV TOH I
Hail-Bedye B MHAMMYeH IIaH. AKO KOMEHTHpaMe PaHHNUTe COHATY Ha
MormapT aHcaM6/10BO, HANIMCAHY 32 MMAHO U AKOMIIAHMpAIla [IUTYIIKa,
T.e. pO/IATa Ha IMAHOTO € BOJEIA, IT0-HAOMIOaTeTHUTEe My3UKAHTH C
YYBCTBUTETHO YXO Ouxa 3abeis13any MOMEHTH B COHATHTe, B KOUTO PO-
JIMTe Ha MMAHOTO M LIUTYJIKATa Ce M3PaBHABAT U CU IIAPTHUPAT B ,Ay0".
B TakmBa cuTyaumu ce M3MCKBa JUHAMIYHO HAaIlaCBaHe YMCTO JleTaliI-
Ho. [To pex mpryMHM paHHUTE COHATH 3a IMAHO U LIUTY/IKa Ha Moapt
ca pARKO M3II'BIHABAHM NOPAJY TAXHOTO IIO-HICKO HMBO Ha TEXHUYe-
CKa TPYAHOCT, HO CTIHATA ce Kpue BbB QaKTa, 4e Te He MOraT Aa Obiar
JIECHO MHTEePIPeTUPAHIL.

B Haua/o0TO Ha KOMIIO3MPAHETO HAa PAaHHNUTE CY COHATH 3ajjadaTa
Ha BeroBeH e 6uma mocra mo-6maronpusiTHa OT Tas3u Ha Mouapt, Tbit
KaTo Beye € U3ION3BaJl yCTaHOBEHUTe 0T Mouapt u XaigH OpUMHLMIIN
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u ru e pasuBal. OT KOMIIOSUIIMOHHA I7IefHa TOYKA pAaHHUTE COHATU Ha
beroBeH ca focTa O-TeXHUYECKM TPYAHM OT Te3u Ha Mouapr. [Ipu Tax
Beye ce 3a0e/1A3Ba 1 AMA/IOT MEXX/ly BaTa MHCTPYMEHTA — LIUTY/IKaTa 1
IMAHOTO, EMOIMOHATHOCTTA € Ha MHOTO 110-BICOKO HMBO U Haji-rose-
MUAT OTINYNTENIEH OeJIeT ca ToJIeMIUTe U Pe3KI IMHAMUYHY KOHTPACTI.

Bbnpekn 4ye beroBeH e 6u1 OCHOBHO 00y4YeH KaTo NMUAHUCT U
MO-KBbCHO CTaBa KOMIIO3UTOP IIMAHMNCT, TOI € MMajl MO3HAHUS U yMe-
HIA, CBBp3aHu ¢ uurynkara. OcBeH ToBa TOM e MOfAbpXKa JOOpYU Ipu-
ATE/ICTBA C UTY/Iapy ITpe3 Le/ns ¢y >KkMBOT. CaMUAT TOJ ce Hay4aBa fia
CBUPM Ha TO3U MHCTPYMEHT B IE€TCTBOTO CU, KaTO CBMPU U Ha BUOJIA B
IpU/IBOPHUS OPKeCcTHp Ha boH.

[ImaHOTO M O6/MIUTaTO LUTY/IKATa, HAPTHUPALIN CU B eJHA KOM-
MO3MIIV, Ca INMPOKO M3BecTHM B EBpona 1o Kpas Ha 18. Bek. B pogHus
rpap Ha berosen, boH, e nmano usBectHu B nsAna EBpomna nurymapu.
Kakro JIykesnu, taka u Hede B JIBopa ca KOMIIO3MpaIN COHATHU 32 IiM-
Ty/Ka, C KOUTO M/IafuAT beroBeH TpsAb6Ba ma e 6u1 3anosHaT. Mouapr,
APYTO TOAMO BAMAHME BBPXY MIaJOTO MOMYe, € ICHO BU/IMM B HEro-
BUTE KBapTeTH 3a NMAHO, KOUTO ca 6a3MpaHy Ha COHATHUTE 3a LIUTY/IKA
Ha Momnapt K379, K380 un K296. Ilo-xbcHO beToBeH 3aBbpiIBa cBONUTE
IIBaHajieceT Bapuanuy BbpXy se vuol ballare Ha Mouapr — apus 3a 6a-
putoH (unu 6ac) ot ,,CBarbara Ha @urapo”. Tasu pabora e mybnmkyBa-
Ha BbB Brena npes 1793 1., c/ief; HaChbp4€eHMETO HAa HETOBUTE NIPVIATENN.

Cnen xaTo ce npeMecTBa BbB Buena, beroBen uma manca jja ce
CpeljHe He caMo C Hail-[oOpuTe, HO M C MO-IIMPOK HAOOp OT LUTy/a-
pu, CIIeIOBATETHO ¥ C HOBY TeXHMKMW. [ITbpBU TYK TpA6Ba fIa ce cioMeHe
Vrnan HlynaHnur, KOMTO cTaBa He caMO CBTPYAHMK Ha beToseH mpes
Lie/lusA SKMUBOT, HO M MHOro ckbi npusren. Jpyr, Pogond Kpoiiuep,
(peHCKMAT BUPTYO3, CTaHa/l 06e3CMBPTEH ¢ NocBeleHneTo Ha Kpoii-
Ilep-COHATa, BBIIPEKN Ye BepOATHO HMKOTa He A e cBupu (op. 47). Ho-
BOTO BUPTYO3HO IIOKOJIEHJE HETPEK'bCHATO PasIMpsABA TPaHUIUTE Ha
TO3M MHCTPYMEHT U YKaHpa, OTKPMUBAMKIM HOBJ TeXHUKY — TOYHO KAKTO
maanusaT betoBeH.

[I'vpBara My my6mmyHa u3saBa B To3u Buf, cnes WoO 40, ca coHa-
THUTe 33 UryJKa op.12, moceerenu Ha Canmepu. [locTa KpaTKo, HO MH-
TEH3VBHO M3C/IefiBaHEe Ha COHATUTE 3a LIUTY/IKa BOAY [0 0610 10 koM-
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nosuiyy. C M3K/II0YeHNe Ha eIVH OIyC — IOCTeRHUAT (01 96) BCUYKY
ca HamcaHy MexAy 1798 m 1803 r., korato beToBeH e Bce olle Maf,
MDBX (Ha 28 — 33 roguun).

AHAJIV3 HA COHATA 3A IIMAHO U [IUTYIKA
OT MOIIAPT, KV 6, e 1 B TO MAYKOP

B cnepBamuTe pefoBe GOKyChT € BbpXY aHa/IM3 Ha COHATA 3a IIN-
aHo U (eBeHTYa/IHO aKOMIIAHMpallja ro) uurynka Ha Momapt, KV 6, Ne 1
B IO MaykOp.

OT KOMIIO3MIIMOHHA I/Ie[IHA TOYKa, COHAaTaTa € ChCTaBeHa OT 4e-
tupu yactu: Allegro, Andante, Menuetto I u IT u Allegro molto. Kakro
Beye ce CIIOMEeHA, paHHUTEe COHAT! Ha MoIapT He ca TeXHUYeCKM 13-
uckBaiy. ToBa He O3Ha4YaBa, ye Te3M TBOPOM He M3MCKBAT IOBUIIECHO
BHMMaHIe, 3aLI0TO Te MOTaT Jja O'b/jaT MHTEPIIPEeTUPAHN CaMo C JOOpo
nosHaHue 1 nH$popMaIysa 0THOCHO cTiia Ha Mouaprt. C ToBa TBBpJe-
HUe BM3MPaM M3II'BIHIBAHETO HA HETOBUTE ,TPUIEPK , OPOPMIHETO
Ha TBopOara B [UHAMIYeH I/IaH B 3aBUCHMOCT OT ITOCOKaTta Ha ¢pasa-
Ta, IPUIATAHETO HA T.HAP. ,’bXOBE MEX/y TOHOBETE, II0/I3BAaHETO Ha
IpaBWIHA IPbCTOBKA, JIOTMYHO pasIpefe/ieHVe Ha JTbK U IIpyUjIaraHe
Ha yJauHNTe 32 HETOBYTE TBOPOU LIPUXY — AETaV/IN, KOUTO Ca OCHOBO-
HOJIarally Ollle B HavYa/IeH eTal IIpy 13paboTBaHeTO Ha MolapToBuTe
[IPOV3BeeHISL.

Conara KV 6 3amouBa olle B CaMOTO HA4aj0 Ha II'bpBa 4acT
Allegro c ,rpuep” B IMaHOTO, IOCTIEIBAH U OT TaKbB B MApPTUATA HA
nurynkara (IIpumep 1).

VIOLINO,
Allegro.
1

IIpumep 1 [Series XVIII editors 1879, cmp. 4]

Tyx obave BefHara Bb3HMKBA BBIIPOCHT AN Ja C€ UI'BIHN OT
TOpeH TOH Wy OT ocHOBHUA. Criopen npod. Muxaen @puienniarep
(mmann pasrosopy, K. T.), uspIHsABaHETO HA TO3M ,TPUIEP” € OT OC-
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HOBHMA My ToH. [IprymHara 3a ToBa ce I'b/DKM Ha JIOTMKATA OT I7Ief{Ha
TOYKA Ha ITOCOKA Ha ¢pasaTa. B pasnmyHuTe M3TaHMUA Te3M ,yKpallle-
HUA" Cce M3MUCBAT PA3NMYHO, 0COOEHO MPU U3UCKBAHETO 32 M3II'BIHSA-
BaHETO MM OT FOPEH TOH, HO B 3BYYEHETO CJi Ca HAI'BTHO €fHAKBO U3pa-
senn (IIpumep 2 u IIpumep 3 oTHOBO OT BpBa yacT Allegro).

ITpumep 3 [Reeser 1964: 3] (M30anue Birenreiter-Verlag)

B pnHaMudyeH maH ¢pasara Moxe fa O'bjie IECHO MHTEPIIpeTH-
paHa Bb3 OCHOBA Ha Ba)KHOCTTa I PONATA Ha MHCTpyMeHTUTe. Hampu-
Mep B Hada/ioTo Ha BToparta yact Andante na KV 6 nnaHoTo u niurynka-
Ta ca C U3paBHEHM POy peaBuj (akra, ye MapTHATa HA IUTY/IKATa Ce
Ry6nypa c Tasy Ha JABaTa pbKa Ha MUMAaHOTO. Taka ABaTa MHCTPyMEHTa
MOTaT fla MMaT I0-M3sBeH NMHAMMYEH XapaKTep, KOJTO BejHara KOH-
TpacTHpa Ollle B YeTBBPTUA TAKT, B KOMTO LJUTY/IKaTa II0€Ma aKOMIIa-
HUpalljaTa Ci pojid B II0-THUXa AMHAMMKA, II03BO/IABANIKM Ha BOJelaTa
MesIofMs B MMaHoTo fa ce n3sasu (IIpumep 4).

Andante,

legato

IIpumep 4 [Series XVIII editors 1879, cmp. 8]
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Jlpyr OCHOBeH HMPMHIMII B JUHAMUYEH IUIAH € IPU HATNINETO
Ha ,,CTaTU4YeH" I'BTBI TOH TOII a Ce ,,pa3Bue” upe3 JIeKO yBelnrdaBaHe
U C7Ief] TOBAa HaMa/IsIBaHe Ha CUJIaTa Ha 3BYKa (crescendo u decrescendo)
(ITpumep 5 ot yerBBpTa YacT Allegro molto).

_— e
=
:

L

:

= - 71

IIpumep 5 [Series XVIII editors 1879, cmp. 11]

OTHOCHO IIpU/IaTaHETO Ha ,’bXOBE", TO CBHILO € CBBP3aHO C Ppa-
3UpaHeTo U [MHAMMKaTa. B apTuKympaneTo Ha mpousBefieHnA oT Mo-
LJapT, YeCTO CpelljaH IPVHIMI B HETOBMI CTUI € CBMPeHeTo non legato,
IIPY KOETO Ce IIe/IV JIEKO OTZEe/IAHE Ha HOTUTE eIHa OT JpyTa.

CBMpeHeTO ¢ IpaBMUIHA IPBCTOBKA, KAKTO 1 JIOTMYHOTO pasIpe-
Jie/leHMe Ha JTbK UI'PasAT Ba)KHA POJiA B IMPELM3HOTO M3I'bIHABAHE Ha
MorapToBute TBOpOU. VI3M0n13BaHeTO Ha Mpa3Ha CTPYHA BMECTO CBU-
peHe B MO3UIMS HallpuMmep TpsiOBa fa ce cboOpasy ¢ JUHAMUYHATA
JIMHYA ¥ OTHOBO — C ITOCOKATa Ha ¢pasara, Tbil KaTO IIpa3HaTa CTPyHa
MIMa [O-IPKO 3By4eHe 3apajyl aMIUIUTY/aTa CHL.

OTHOCHO pasIpefe/IeHIeTO Ha JI'bK, TO ce 00BBP3Ba ChC L[PUXUTE
HAIIPUMeD, aKO Ce U3UCKBa CBUPEHe Ha ,,CIIUKATO  (,,cKavalj IbK"), TO
Hail-JIOTMYHO 1Iie € /ja € B IIOAXOAAIIA YacT Ha JI'bKa C IIPaBU/IHA TEXeECT,
HO BCUYKO TOBA OTHOBO 3aBVICY IIPAKO OT JMHAMMKATA, KAKTO 1 OT TeM-
HOTO.

B temmnoBo oTHoleHye Obp3uTe Temmna mpu Mouapt, 0cobeHO
B PaHHITE My COHATH, He Ca TOJIKOBAa OBP3y, KOIKOTO Ouxa 61y mpu
IPYTY TIO-K'bCHU KOMIIO3UTOPH.

AHAJIN3 HA COHATA 3A IIMAHO U IUTYIIKA
OT BETOBEH Nel1 B PE MAJKOP

3a pasnuka oT MouapT beroBeH HsAMa aBCTPUIICKU IPOU3XO],.
Popen e B Hemckus rpaj bon. Cpiio 3a pasnuka ot MouapT berosen
He e MOJIy4Y1/I HOAKpeIa OT CBOA Oalla B XUTEJICKY U TBOPYECKM IIIaH,
KOeTO Ce OTpa3siBa Ha HETOBOTO pa3BuUTHMe. 33 POPMUPAHETO MY KaTO
TBOPpell Ba>KHa pois urpae n3byxsaHero Ha peHckaTa Oyp>koasHa pe-
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BO/MOLMA Ipe3 18. Bek, KOATO pedieKTHpa BbPXY U3PasHNUTE CPeAcTBa
KOHKPETHO B MY3VMKaTHNA CTHIL.

BeroBen kommo3mpa cBoute 10 COHATM 3a MUMAHO ¥ LUTY/IKa3
Mexny 1797 u 1812 r. ITbpBaTa coHaTa 3a IMaHO U LUTy/NKa OT beToBen
B pe MaKOp € efJHa OT Hall-M3II'bTHABAHNTE My COHATH. T4 e ChCTaBeHa
ot Tpu yactu: Allegro con brio, Tema con variazioni: Andante con moto
u Rondo: Allegro. B cpaBHeHme ¢ MomapToB1Te paHHM COHATH, YMCTO
IMHaMu4ecKy, beToBeH e ommcan B HOTHUA TEKCT KaK TOYHO MCKa Ja
ObflaT M3I'BIHEHN HeroBuTe coHaTu. IIpaBy BHedaT/IeHNe, YNCTO BU-
3yaJIHO JJOpY, HA/IMYMETO Ha APKY AMHAMMKM — forte, piano, sforzato un
T.H., KOUTO 4eCTO IIPeMIHABaT OT efjHa B IpyTa [PaMaTI4YHO I C PA3DBK
koHTpacT (IIpumep 6). KakTo ce Bibkfja OT Chluys IpuMep, B CpaBHe-
HJe C paHHNUTe COHaTy Ha MonapT beToBeHOBUTE ca IO-TPYAHU TeX-
HIYECKN ¥ YeCTO Ce CPeIjaT MOMEHTH, B KOUTO IIUTy/IKaTa MMa BOjie-
Ija poJis, HO MO-00I[0 Ka3aHO, MMAHOTO M LUTY/IKAaTa UMAT PaBHU IIO
Ba)XHOCT poym. CIenyanHo Ta3y COHaTa OT XapMOHMYHA I7IeffHa TOYKa
€ U3rpajieHa BbpXy IAMOBUIHM BB3XOAAIIN U HU3XOMAIIN JBVDKEHNA
B zBeTe maptuy. O6moTo ¢ MolapToBuTe COHATHU €, Ye TYK OTHOBO
rOBOPMM 3a JIOTMYHO pPasmpefie/ieHNe Ha TbK, IpUIaraHe Ha IpaBUI-
Ha IP'BCTOBKA U T.H., KOUTO Ca B IIPsKa CMMOMO3a C [UHAMUYHOTO 13-
rpaxjaHe u ¢ppasupaHeTo.

IIpumep 6 [Joachim 1901, cmp. 1]

»C y3psiIBaHETO Ha CTV/Ia Ha beTOBeH HeroBUTe COHATU OT CPeHNUS
nepuon, ocobeHo HoMmep 1, 2 u 3, mokasBar Mo-AbI60KO NAPTHHOPCTBO

3 TloyTy BCMYKY COHATH ca MyOMMKYBaHU ChC 3ariaBue ,COHATH 3a IIMAHO CbC
cbIpoBof Ha uurynka“ (Sonates pour le Piano-Forte avec I'Accompagnement
d'un Violon). ITpu BeroBen uurynkara Bede He MOXXe fja 6'b/je TpeMaxHaTa, Ts €
»00murarHa“ (3aIb/DKUTENHA) M My3UKa/THO He3aMeHUMa.
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MKy LUT'y/IKaTa U MMaHoTO. Te3u COHATI MOKa3BaT paBHOMEPHO pas-
Ipefie/ieHNe Ha TeMaTUYHMSI MaTepuasl, OTK/IOHEeHIe OT TPaAMIIMOHHO-
TO FOCIIOZCTBO Ha MMAHOTO. [la, IUTy/IKaTa Bede He IPOCTO AaKOMITAH-
pa, a paBHOCTOITHO pasroBapsi, CIIOPY ¥ XapMOHU3Mpa ¢ muaHoTo. [Ipe3
TO3U Iepuof; beToBeH ChIO eKCIepUMeHTUpa ¢ TOHATHOCT, PUTBM 1
¢dopma, pasimpsBaiky Bb3MOXHOCTUTE ¥ Ha JBaTa MHCTPyMeHTa.
[Beethoven’s Violin Sonatas: An Instrumental Symphony, Introduction to
Beethoven’s Violin Sonatas]

»IIppBata yactT Ha CoHara Ne 1 mMMa HeCTaHZAPTHM aKIIEHTH,
KOVITO MOTAaT Aa IPOMEHAT METPUYHNS OaaHC U XapPMOHMYHITE CMe-
HJ, KOUTO M3MeCTBAT TOHAIHMS LEHTBP — BeTOBEH BCBIIHOCT IPO-
MeHsI apMaTypHUTe 3HaLU B padpaborkara BbB Pa Ma>kop (CbC CUITHO
[IOKOCBaHe Ha TOHMYeCKysi MyHOp). CpefjHaTa 4acT e IIpuB/IeKaTeTHa
tema B JIa Maxkop ¢ detupu Bapuauuu. [IbpBute fBe ca purypannos-
HIf, e[{HaTa BOJIeHa OT IMAHOTO, Apyrara OT umrynkara. [Ipexmocren-
HaTa e B eJHOMMeHeH MUHOP, KaKTO e 6110 001M4ailHO 3a BapualunTe
II0 OHOBA BpeMe, HO C HAII'b/THO HeouaKkBaHa TypOynenius. [locnenHata
Bapuanys MoguepTaBa CMHKOIMPAHETO C KOJA, KOSITO IIPUIIOMHS TeMa-
Ta BbB (pparmeHTapHa Ppopma. PuHAMIBT € eHeprinyHO POHTIO, IPOHM3a-
HO C eKCIUIO3MBHY aKILIEHT) U HapyLIeHM KajeHuu. betoBen oTpasssa
XapMOHMYHOTO PasBUTHME HA II'bPBATA YaCT, BK/IIOYBAVKM MeK eNu30f
BB Pa MaXkop 1 OCUTypsiBa He efjuH, a iBa ammmsy kpas. [Henken
2026]

OT r71efiHa TOYKA Ha IPUXU U THKOBOJEHE, CIIPAMO Pa3TNIHUATE
MBJAHNS WIM YEOOCTBOTO Ha MBI'BIHUTESL, Te THPIAT mpoMern. Oc-
HOBHO YC/IOBUe TIpY ITPOMsIHA Ha LIpuX obade e, 4e TpsiOBa ja ce 3ama-
31 OCHOBHATA Ji/ies1 Ha KOMIIO3MTOpA CIIPSIMO YPTEKCTa (OPUIMHATHOTO
nspanme). C HAKONKO 061N JyMU — TT03BOJIEHA € BU3ya/IHaTa IPOMsIHA
C LieTT yA0OCTBO, HO 3alla3BaHeTO Ha OCHOBHATA My3MKa/lHA M 3ByKOBa
ujesl Ha KOMIIO3UTOpa e 3afbkurtento. Hanpumep B [Ipumep 7 rons-
MOTO JIETaTO MO>Ke Jia Ce pas3fie/ KaTo I0COKa Ha JI'bKA 110 JKelaHye Ha
USIT'BIHIUTE/ISI, HO TO OTHOBO TPsI6Ba [ja Ce M3II'b/IHM JIeraTo.

4 Tlpesop ot aurmmiicku — Kapmen Tendests.
5 Tlpesog ot anrnuiicku — Kapmen TengestH.
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Ipumep 7 [Joachim 1901: 5]

B sakmouenne, ¢ orzes Ha MPMHOCA HAa TO3M JIOK/IAMl, CBBP3aH C
AQHA/IM3MPAHETO Ha I'bPBUTE PAaHHM COHaTy Ha MonapT 1 beroseH 3a
MMaHO U LUTYJIKa IIpe3 MoI7iefia Ha TpafAMIIuUTe BbB BUEHCKAaTa IUTYII-
KOBa IIIKO/IA Ype3 pasIyIeX/jaHe Y KOMEHTMpaHe Ha II0XBaTy, 0OXBalla-
M CTVU/Ia Ha KOMIIO3UTOPUTE, MOXe Jia ce 06001 GaKThT, 4e JBaMa-
Ta KOMIIO3UTOPM MMAT OOILIM KOMIO3UIIVIOHHY WJEW B OCHOBAaTa CI,
3a KOETO MMa NPMHOC U BIUAHMETO HAa TBOPYECTBOTO U IMYHOCTTA HA
MomuapT BbpxXy Tasu Ha beToBeH, KaKTO U MMaT ¥ pa3nu4us OT I/IefHa
TOYKa Ha MY3MKAJHOTO pa3BUTHeE HAa COHATUTE B €MOLIMOHAJIEeH, IMHAa-
MIYeH, TEXHINYeCKM M CTPYKTYpeH IIaH. 3a 1a 6baT KOPEKTHO U3II'bII-
HeHM CIielpIIHO TeXHUTE PAHHY COHATY 3a IMAHO U LIUTY/IKA, TP6-
Ba JIa ce M03HaBaT 06pe OCHOBHNUTE IPMHIIMIIN Ha BMEHCKATa IIKOJIa,
KaKTO ¥ CTHU/IA HA KOMIIO3UTOPUTE, KOETO MOXKE JIa Ce IIOCTUTHE ChC 3a-
I'b1604YeHa paboTa 1 MOBUILEHO BHIMaHMe KbM MaJIKUTe HeTalIn.
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BUPTYO3HA UMAT'YAKOBA TEXHUKA U
AHCAMBAOB BANAHC B KBAPTETUTE
N2 1-6 HA HUKOAOQ MNMATAHUHMW.
POANATA HA BUOAOHUYEAQOTO

JINJIIHA KEXAMOBA-XOCEH!

VIRTUOUS VIOLIN TECHNIQUE AND ENSEMBLE
BALANCE IN NICCO PAGANINI'S QUARTETS N2 1-6.
THE ROLE OF THE CELLO

LILTANA KEHAYOVA-HOSSEN?

Pestome: HacToamumAT KOKIaj pasIexpa poisATa U U3PasHUTE
Bb3MOKHOCTYM Ha BMOJIOHYEJIOTO B IIeCTTe€ CTPYHHM KBapTeTa
Ha Huxomno IlaranmHm. B mbpBaTa 4acT e mpefcTaBeH KpaTbK
6uorpaguyeH ouepk Ha KOMIIO3UTOPA C aKLIeHT BbPXY B/IMsAHNUE-
TO Ha HEroBaTa BMPTYO3Ha LUTYIKOBAa T€XHUKA BBPXY KaMmep-
HOTO My TBOpYeCTBO. OCHOBHUAT aHATUTUYEH [ € MIOCBETEH
Ha JleTall/IeH Iperiefl Ha KBapreTute oT Ne 1 o Ne 6, B Kouto
ce MpocnensaBaT CTPYKTYPHUTE, XapMOHMYHNUTE U TEMAaTUIHUTE
0c06EHOCTM Ha BUOTIOHYE/IOBYA I1ac. V3cmenBaHeTo pasriexna

1 JInnana KexaiioBa e pefioBeH JOKTOPAHT CbC CTUIEHAVS B JOKTOPCKA IPO-
rpama ,Mysuka“ Ha HoB OBrrapcku yHUBEPCUTET C HaydeH PBKOBOLUTENL:
mpod. a-p Munena llymrynosa-Ilasinosa, e-mail: lilikehayova@yahoo.com

2 Liliana Kehayova-Hossen is full-time doctoral student with a scholarship in
the PhD program 'Music' at New Bulgarian University, supervised by Prof. Dr.
Milena Shushulova-Pavlova, e-mail: lilikehayova@yahoo.com
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€BOJIIOLMATA Ha PO/IATA Ha BUOTIOHYEIOTO — OT TPaAVILIMOHHA 6a-
COBa OIIOpa K'bM aKTUBEH HOCHUTE Ha METOANYHO ¥ BUPTYO3HO
ChIbpXKaHMe. AHaIM3BT OTKPOsABA XapaKTEePHNUTE IOXBAaTU Ha
[TaraHuHY B M3TpaKAaHETO Ha aHCaMO/IOBMs OalaHC U B3aMMO-
IeJICTBMETO MEeXy MHCTPYMEHTHTE, KaTo Ce IOofYepTaBa IIpu-
HOCBT MY K'BM Pa3BUTMETO Ha KaMEpPHMA XaHp B I'bpBaTa M0JI0-
BuHa Ha XIX Bexk.

Kntouoeu 0ymu: IlarannHy, BUOTOHYENO, KBAPTETH, MY31Ka, aH-
caMOBII

Abstract: The present study examines the role and expressive po-
tential of the cello in Niccolo Paganini's six string quartets. The
initial section proffers a concise biographical synopsis of the
composer, accentuating the manner in which his virtuosic violin
technique exerted a profound influence on his chamber music
compositions. The primary analytical section provides a compre-
hensive examination of Quartets Nos. 1 through 6, with a par-
ticular emphasis on the structural, harmonic, and thematic func-
tions of the cello part. The research traces the evolution of the
cello’s role—from a traditional bass foundation to an active bearer
of melodic and virtuosic material. The analysis emphasises Pa-
ganini‘s distinctive compositional techniques in shaping ensem-
ble balance and instrumental interaction, thereby highlighting his
significant contribution to the development of chamber music in
the early nineteenth century.

Keywords: Paganini, cello, quartets, music, ensemble

BbBEJEHIE

HacrosammaT fokaz e 9acT OT MO-UIMPOKO HAYYHO M3C/IeBaHe,
IOCBETEHO Ha KaMepHOTO TBopuecTBO Ha Hukorno Ilarannuam 1 no-cre-
I[VIa/THO Ha HeTOBUTeE IIeTHaJleceT KBapTeTa 3a I[UTYJIKa, BUO/A, BUOIOH-
4eso U KuTapa. JOK/IagbT pasraex/a IbpBUTeE MECT OT Te3M PON3Be-
lleHNs, Chb3[aJieHN B Ha4aj0To Ha BTOpoTo AecermneTre Ha XIX Bek,
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KaTo LIe7ITa € Jla ce IIPOC/Iefy B3aMOIEIICTBMETO MEX/ly YeTUPUTE VH-
CTPYMEHTA, eBOMIONMATA Ha aHCAaMO/IOBUA 6aTaHC U MPOSB/ICHNETO Ha
BUPTYO3HATa IUTYIKOBA TEXHMKA B KaMepHa cpefia.

[TaranyHY e M3BeCTeH IVIABHO KaTO HEMOfIpaXkaeM LIUTY/IKOB BUP-
Ty03, HO KAMEPHITe MY IIPOM3Be[ieH s Pa3KpMUBaT ejHa [10-MaJIKO II0-
Iy/IApHA, HO U3K/IIOYUTETHO Ba>KHa CTPaHa OT HETOBOTO TBOPYECTBO:
CTPeMeXBT fla AJANTHpa CONMUCTUYHNSA CU CTWI KbM MHTMMHATA Cpefia
Ha KaMepHara My3uka. [TbpBuTe IecT KBapTeTa ca 0COOEHO LieHHM 3a
U3C/IefiBaHe, Thil KaTo B TAX SICHO Ce yCellla CMHTe3bT MeX/y Kaacude-
CKOTO HAC/Ie[iCTBO U 3apak/lalllaTa Ce POMaHTMYHA eCTeTHKa.

B paMmxuTe Ha Te3u npousseneHuA [laraHMHY TOCTEIIEHHO TpaH-
copmmpa TpagMLMOHHMS MOJENI Ha CTPYHHUS aHCAaMOBII, KaTo IIpe-
MOCTaBs II0-3HAYMMU POJIM Ha BUOTIOHYEIOTO ¥ BUOJIATa, @ KUTapaTa ce
IpeBpblIa B CTPYKTYpUpall eJIeMeHT, KOJIITO CIIOsIBa 3BYKOBaTa THKaH.
HacrosmoTo usnoxeHne cTblIBa ¥ BbPXY IPAKTUYECKM OINT, KOWTO
IpuUAoOKX 10 BpeMe Ha IIpolieca Ha 3aIlViCBaHe Ha BCUYKUTE IeTHaje-
CeT KBapTeTa — OINUT, KOWTO NO3BOJISABA I10-33IbI00YEHO pasbupaHe
Ha TEeXHUYECKUTe, MHTOHAL[MOHHUTE U aHCAMO/IOBUTE M3VICKBaHMA Ha
Ta3U My3MKa.

1. ICTOPUYECKN U CTUIOB KOHTEKCT

IIbpBuTe mect kBaprera Ha [laraHyHM ca cb3[aZileHN B IIEpUOJ, HA
VMHTEH3MBHO KOHLIEPTHO TypHE U TBOpYeCcKM ThpceHM:A. Hadanmoro Ha
XIX Bek e BpeMe Ha IPeOCMUC/ISIHE Ha KaMEPHUA JKaHP: HAC/IEICTBOTO
Ha Kiacuuute — Xaiigs, Mouapt u bokepunu - Bce ollle € aKTMBHO, HO
POMAHTHYHMAT AYX Bede IPOHMKBA B MY3MKaTHILA €3MK.

[TaraHuHYU, MaKap ¥ Ipefn BCUYKO COTICT, IPOABABA 0COOEH VH-
Tepec KbM KaMepHOCTTa. ToBa >ke/laHue 3a MHTMMHOCT ¥ 32 HOB TUII
MHCTPYMEHTAJ/IeH JVajIor BEPOSATHO € CBbP3aHO U C MMYHUA MY XUBOT
IIpe3 TO3U NePUOJ, B KOITO KOMIIOSUTOPBT 4€CTO C€ OTTEINA OT Iof-
Mara ClieHa 3apajy 3[paBOCTIOBHM NPUYMHM U HAMHUPA B KAMEPHOTO
MYy3UIMpaHe IOoAXoA A popMa 3a u3pas3siBaHe.

KBaprerute 1 — 6 HOcAT 6ese3uTe Ha TO3N IIPEeXOf;:

* CTpPyKTypara MM CjIefiBa Kaacudeckus mogen (6bp3a mbpsa

4acT, KAHTW/IEHAa BbB BTOPAaTa, 3aBbpILIEK C TAHII0BA U BUP-
TyO3Ha (PMHA/IHA YacT),
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* HO MEIOAMYHUAT €3UK € HACUTEH C POMAHTUYHM XKEeCTOBE,
BHE3AIHN [VHAMUYHYM KOHTPACTH, eKCIIPECUBHM JIMPUYHU
em3oau 1 6orata OpHaMeHTHKA.

Tesu paHHU KBapTeTU MOTaT Ja O'bfIaT Opefie/ieHN KaTo CBOe00-
pasHa y1abopaTopus, B KoATo [laraHnHM eKCIiepuMeHTIpa C pasiperie-
JIEHNETO Ha IJIacoBeTe, 00OoraTsaBa po/isATa Ha HUCKUTE MHCTPYMEHTH 1
u3npo6Ba HOBY (HOpMM Ha AHCAMOJIOB JVAJIOT.

2. XAPAKTEPUICTUKA HA KBAPTETUTE N 1 -6

2.1. O6mm yepTn

KBapreTure chabpKaT sICHO M3pa3eHa BOfellla TMHUS Ha LUTYI-
KaTa, HO HelfHaTa BUPTYO3HOCT € II0-YMepeHa B CpaBHEHME CC COTO-
BUTe KOHIIepTH. Bbrpekn ToBa [TaraHnHM BKII0OYBA JOCTATHYHO OT Xa-
paKTepHNUTE CU TEXHUKY — Obp3u macaxkut, Gpa>koneTy, ABOVIHYU CTPY-
HI, apIleXXVl ¥ M3pa3uTelHa apTUKYIalus — 3a Aa HOoAgYepTae CBOETO
aBTOPCKO IPUCHCTBHE.

Buonata yecto M3mbIHIBA CBBp3Ballia PYHKUMS MEXKAY LUATYII-
KaTa 1 BMOJIOHYEIOTO, KaTO IT0eMa CPEeSHMs PETUCTBP Y HOCU TOII'BII,
IUTBTEH TOHOB OasaHC. BMOMTOHYEI0TO B Te3u KBapTeTH BCe Ol MMa
TpagMLMOHHA 6acoBa PoJis, HO MOCTEIIEHHO Ce eMaHIUIIpa KaTo Me-
JIOAVMYECKU MHCTPYMEHT (HOCell] ¥ MeloAMs B aHCaMO'b/a), 0COOeHO B
KBapreTy Ne 2, Ne 4 i1 Ne 6.

Kutapnara maprtus e efHOBpeMEHHO aKOMIIAHMpaIa ¥ KOOPAy-
Hupaia. Ts mpefocTaBs XapMOHMYHA OCHOBA, HO 1 y4acTBa B TeMa-
TUYHUTE OOMeHM, 0COOEHO 4Ype3 MMUTALUM VI PUTMUYHU M3pasy,
KOWTO IIOJICY/IBAT ITy/ICa Ha aHCaMO'bIIa.

2.2. luguBuayamHu 0COOEHOCTY HA OTMIETHITE KBapTeTH

Ksaprer Ne 1 - k/1acm4ecku Ayx, HO € APKO

M3ABE€HO BUPTYO3HO COIIO HA BUOTTOHYEIOTO

[Nicolo Paganini — Quartetto 1 (op. 4, n. 2) — Ut Orpheus Edizioni]

KBapTter Ne 1 Hocu Haif-CUTHO M3pa3eHa Kjacudecka CTPYKTYypa,
B KOSITO LIMTy/IKaTa MMa BOZiellla 1 OpaBypHa posis, a KUTapaTa U3rpax-
fla cTabuieH XapMOHMYeH QYHaMeHT 4Ype3 ACHO apTUKYIMPAHU ap-
HEeXXHY ¥ aKOMITaHMMeHTHM ¢uryparuu. Boopekn ToBa TBopbara C'b-
I'bprKa ChIIECTBEHO HOBATOPCTBO: B 'bpBarTa yacT IlaraHmuy BKI104-
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Ba OOLIMIPHO ¥ TEXHMYECKM NPeIU3BUKATETHO COMIO 32 BHOTOHYETIO,
KOeTO PSA3KO KOHTPACTUpa C TPaAUIMOHHATa 6acoBa (PyHKIMA Ha MH-
crpyMeHTa. ToBa oo, u3rpajieHo ot 6'bp3u acaky, BUCOKY MO3UIINH,
BUPTYO3HM OPHAMEHTHM €IeMEHTH U IV POKM KaHTV/IEHM, AeMOHCTPH-
pa >KeJlaHMeToO Ha KOMIIO3UTOpA Jla OCBOOOMM BUOTOHYEIOTO OT HEro-
BaTa OOMKHOBEHO IOfjYIHeHa posis. Taka olile B I'bpBMs KBapTeT Ce 3a-
ABSABA TEHJEHLMATA K'bM IOCTEIIeHHA Me/IOAMYecKa M JpaMaTypriudHa
eMaHIUIAIMA Ha MHCTPYMeEHTA.

KBaprer Ne 2 - pasmupsaBaHe Ha MeTOTMYHATA

PO Ha BUOTTOHYETOTO

[Nicolo Paganini — Quartetto 2 (op. 4, n. 2) — Ut Orpheus Edizioni]

B KBapreT Ne 2 ce HabnmofaBa mppBaTa 1oc/iefjoBaTe/THa CTbIIKA
KbM MHTETPMpPaHe Ha BUOJIOHYENIOTO KAaTO aKTMBEH MeEIONVYEH WH-
crpyMeHT. Oco6eHO BbB BTOpATa YacT Ce OTKPOSABAT INMPOKM, THPUY-
HO u3rpaseHu ¢ppasu, BOJIEHM OT Ye/IOTO, JOKATO KUTapaTa OCUTYpsiBa
U3K/TIIOYNTESTHO KOMOPUTEH M CTabuIeH aKOMIAaHMMEHTEH KOHTEKCT.
Ilurynkara npogp/kasa Jja MMa COMMCTUYHY QYHKINM, HO BUOTIOHYe-
JIOTO Bede YYacTBa B JUAJIOT C Hes U He OCTaBa CaMo B PeTUCTbpa Ha 6a-
COBUTE MMHUU. XapaKTepHO e M3MON3BAHeTO Ha PeTMCTPOBU KOHTpac-
TY, KOUTO NIPY/IaBaT HOBO M3MepeHIe Ha aHCAMOIOBOTO 3ByUeHe.

Ksaprer Ne 3 - pornsa Ha KuTapaTa KaTo MOJIEPHU3UPAHO

basso continuo 1 aKTMBHM BBTPEIIHN ITTACOBE

[Nicolo Paganini — Quartetto 3 (op. 4, n. 3) - Ut Orpheus Edizioni]

KBapretr Ne 3 ce oT/iMuaBa C’bC 3HAYUTETHO pasIIMpeHa Pojs Ha
KMTapaTa: Ts U3I'BIHABA (PYHKIMATA HA CBOEOOPA3HO MOJEPHU3H-
paHo basso continuo, cbueTaBaiikyi pUTMUYHA CTAOMIHOCT ¢ GoraTn
XapMOHNYHNU ¢urypanum. B To3m kBapTeT ce Hab/mOAaBa MO-CI0X-
HO IIpeIIMTaHe Ha TeMAaTUYHM JIMHUY MeXY BCUYKM MHCTPYMEHTH.
IlurynkoBara mapTus e HacUTeHa ¢ OpaBYpHM IIacaky, HO BMUOJIATa
Y BUOJIOHYETOTO YeCTO MOAXBAIlaT, pa3BUBAT M TPaHCHOpMUpPAT
TeMaTMYHM (PparMeHTH, Cb3JaBANIKM aKTMBHA NONMM(DOHMYHA TEKC-
Typa. YemoTo e paBHOCTOEH NApTHBOP B M3TPa’KAaHETO Ha (pasu-
POBBYHUTE [BIY, KATO Y€CTO BOAM BTOPOCTENEHHN, HO CTPYKTYPHO
BaXHU MOTUBI.
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KsapTet N 4 — nupydeH XxapakTep I pasiiMpeHn

MeIOIMYHM IMHIN 32 BMOTIOHYET0TO

[Nicolo Paganini — Quartetto 4 (op. 5, n. 1) - Ut Orpheus Edizioni]

KsapreT Ne 4 yma nogyepTaHa MMPUYHOCT, OTPa3eHa KaKTo B Te-
MaTUYHNSA MaTepyuas, Taka ¥ B aKOMIIAHMMEHTHHUTE I/IacToBe. BUONIOH-
4e/I0TO UBI'BIHABA YABIDKEHN METOAMYHM TMHUM, KOUTO B OaBHNUTE
YacTy JOCTUIAT IOYTY BOKATHA eKCIIpecuBHOCT. Kurapara mobaBs me-
JIMKATHYU XapMOHWYHM OKPACKY, pabOTel KM KaTo TeMOPOB MOCPEIHUK
MeX/y OUTYIKaTa M HUCKUTe rmacose. B Tosu xBaprer [laranunan pme-
MOHCTPMPA 3HAYUTENIEH YCeT KbM KaHTUJIEHHOCTTA, a B3aVMOJEICTBU-
€TO MEX/Iy BUOJIOHUYE/IOTO 1 BYOJIaTa NPUA00MBa KaMepHA MHTYMHOCT
U IUTBTHOCT.

KBaprer Ne 5 - spaMaTypriu4au KOHTPACTH U

YCIO)KHEHA TEMATUIHOCT

[Nicolo Paganini - Quartetto 5 (op. 5, n. 2) - Ut Orpheus Edizioni]

KBapTteT Ne 5 e cpeq Haif-gpaMaTypruyHo U3rpajeHnTe OMyCy OT
IrbpBaTa IecTua. XapakTepusupa ce ¢ SpKu KOHTPACTH, AMHAMUYHI
IPOMEHU U TO-KOMIUIEKCHA opma. B To3m kBapTeT KuTapara usnnsa
OT YUCTUA aKOMITAHMMEHTEH MOJE/ U BIN3a B ZUATOTUYHI OTHOIIIE-
HUSL C IUTYIKaTa, KOETO MPKaBa IM0-TO/IsIM aHCaMO/1oB 6amaHc. Buo-
JIOHYEJIOTO YYacTBa aKTMBHO KaKTO B TEMAaTMYHOTO PasBUTHE, TAKa U B
CTPYKTYPHOTO 0OopMsiHE Ha XaPMOHMSATA, YECTO M3BEXKAANKI BOXKHI
[PeXOQH) MOTMBY WIM TOAIOMATAiKM M3rPa’KAaHETO HAa KOHTpa-
HOYHKTUYHM CTPYKTYpU. TYK 4e/0TO IOKa3Ba OPTAHMYHO ChYETAHUE
MEX/y CBOsITA TPAAMI[MOHHA U pasuipeHa GpyHKIUs HA MeTOAMIEH
MHCTPYMEHT.

KBaprer Ne 6 - Haji-paBHOMepHO pa3lpeeieHIe Ha

ponNTe U 3psina KOMIO3UIIVIOHHA TEXHUKA

[Nicolo Paganini — Quartetto 6 (op. 5, n. 3) - Ut Orpheus Edizioni]

KBapter N 6 mpepncraBisiBa cBoeoOpa3eH BPbX B KOMIIO3UTOP-
CKMTE ¥ UBII'BTHUTENICKU BVDKIAHWSA IPYU I'BPBUTE IIECT KBapTeTa U
[IeMOHCTpMpA 3HAUUTETHO MO-3psiIa TEXHNKA. AHCAMOTOBUAT 6amaHc
€ Haji-yCIelIHO MOCTUTHAT, KaTO PO/INTe MEXAY MHCTPYMEHTHUTe ca
pasnpepesieH) paBHOMepHO. Llurynkara Bede He JJOMUHMpPA MOHOMNNT-
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HO; OpaBypHUTE IACAXKN Ce PefyBaT M paslpefelIAT MeXy BUOTaTa
U BUOJIOHYENOTO. YenoTo momydaBa CTPyKTYPHO BaXKHM TeMaTIIHI
€/IeMeHTH, 2 B HAKOM eIM30/M IT0eMa U BOJeIaTa MeTOANYHA TMHNUA.
ITaraHMHM [EeMOHCTpMpA YCBBBPIIEHCTBAHO YCelllaHe 3a TeMOpOBU
KOHTPACTH U TeKCTYPHa IIPO3payHOCT, KoeTo Npespblia Ksaprer Ne 6 B
eIVH OT Hali-ybeuTe/THITe IPUMepPY 32 PAHHO POMAaHTIYHO KaMEPHO
MIICTIEHE.

3. BUOJIOHYEJIOTO: OT bBACOBA OIIOPA
KbM MEJTIOIVMYECKU ITAPTHbOP

B tpagunmonnusa crpyHeH kBapteT Ha XVIII Bek BMONIOHYENOTO
U3IBIHABA QYHKIVNTEe Ha O6ac ¥ XapMOHMYHA onopa. B mbpsute cn
kBapTeTu IlaraHuHM 3amasBa TO3M MOfi€JI, HO ITOCTENIEHHO 3aIo4YBa /ia
pasIIMpsBa pojsATa Ha MHCTPYMEHTA.

B KBapteT Ne 2 cpeljamMe I'bpBUTE 3HAYMMU €NIM304Y, B KOUTO
BUOJIOHYE/IOTO IO/Iy4aBa Jb/IrY, BOKATHO USTPafieHN MeNTOSYHM JIN-
Hun. TeMute, BoileHN OT 4e7I0, Ce XapaKTepuU3MpaT C MIMPOK AMAIa3oH,
I/TaBHA KaHTHUJIEHA U YeCTH IIPEXOAY MEXTY PETMCTPUTE — HECBOVICTBE-
Ha IIPAKTVKA 33 KIaCU4eCKNs IepUO],.

B KBapret N 4 BIOTOHYEIOTO U3II'b/IHABA POJIATA HA ,,BTOPU CO-
NNCT®, 0cOOEHO BBB BTOpATa M TpeTaTa 4acT. Tyk ce OTKposiBa Gorar-
CTBOTO Ha TeMO'bpa U I'bBKaBOCTTA Ha IHCTPYMEHTA, KOETO TOBOPU 32
3a/I'bI00YEHOTO ITO3HABAHE HA HETOBYTE BB3MOXXHOCTY OT [laraHMHN.

Yecro cpemjame U TEXHUYECKN MTPeU3BUKATE/ICTBA — KaTO 6'bp3n
[IaCaK!, ABOHM CTPYHY VIY BUCOKM TTO3UIIMY, KOUTO ca HeOOMYaitHM
3a BpeMeTO U CBUJETe/ICTBAT 33 HOBATOPCKMA IOAIXOJ, HA KOMIIO3UTOpa
KBbM MHCTPyMEHTA.

4. DUTYIIKOBATA BUPTYO3HOCT B
KAMEPHATA MY3UKA HA ITATAHHUA

[urynkoBusT nodepk Ha [TarannHu e foOpe 1MO3HAT OT KOHIEPT-
HUTe MY IIPOU3BENEHN, HO B KaMepHaTa My3lKa TOil IpeThpIABa UH-
TepecHa TpaHCPOpMaIiys.

B kBapreTute 1 - 6 BUPTYO3HOCTTA € NOJY€PTaHa, HO TS Beye He
CTOM B IIEHThpa Ha KOMIIO3MLMOHHOTO MMCIIeHe. B Menogn4HnTe -
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HUY YeCTO Ce BIUIATAT TUIIMYHUTE 32 aBTOpPA elleMeHTI — (Ia‘koyIeTu,
Hepery/lIsipHa apTUKYIALNs, CIOKHU apleXkXy M MacakM, HO Te MMAaT
(GyHKIMATA [Ja HOAKPEIAT ApaMaTypruATa Ha IMKDBIA, a He Jja A 3a-
CEeHYBaT.

Ocob6eHO XapaKTepHO € B3aMMOJEIICTBMETO MEXy LIUTY/IKaTa U
KJTapaTa:

* KHTapara 4eCTO MMUTHPA YacT OT LIUTYIKOBUTE MOTHUBI,

* B HAKOM MOMEHTM IIOffYepTaBa pUTbMa MIM XapMOHUYHaTa

MPOMSIHA,

* IOHSKOIa C/Iy>KM KaTO €X0 Ha MeJIOAMATA.

Tosu Tum ayasnor cb3fjaBa HOBa 3BYKOBA IIepCIEKTIBA U IIpY/jaBa
Ha MY3MKara Je/MKaTeH KaMepHO-KOHI|epTeH XapaKTep.

5. POJIATA HA KUTAPATA:
TEMBPOB U CTPYKTYPEH HEHTbP

KurapHata maprusi B kBaprernte Ha [laraHmHu mma 0cobeHO
3HavyeHre. KoMIOsSUTOpbT € 611 OT/IMYeH KUTAPUCT U TOBA INYM B Ha-
4JMHa, 10 KOJITO Pa3BUBa MHCTPYMEHTa B KAMEPHIUTE CI IPOU3BENEHNA.

Kurapara nmogppska TOHa/THaTa OCHOBA, HO ChIIO:

* oborarsiBa TeMOpoBaTa MananTpa,

* CTPYKTypypa pUTMUIHUS XOf,

* Cb3aBa IPO3PAYHOCT B AHCAMO/IOBISI 3BYK.

Ts gecTo MMa QyHKUMATA HA MEAUATOP MEXAY CTPYHHUTE UH-
CTPYMEHTH ¥ B HSIKOM KBapTeTH IPENCTaBIsBa CBOEOOpas3eH ,,CKPUT
IVPUTEHT", KOITO 3a/IaBa TEMIIOTO U XapaKTepa.

[IpaKTH9IeCKMAT ONUT Ipu PaboTa BHPXY T€3M IPOU3BENEHNS I10-
Ka3Ba, 4e 6a/IaHChT MeXXAY KITapa ¥ CTPYHHM € USK/TIOYNTETHO TIpeL-
3eH. [lnHamumKara Tpsi6Ba ja 6'blle BHMMATETHO MOJIE/IMPAHA, 3a 1A He
JIOMMHMpPa HIUTO KMTapaTa, HUTO CTPyHHUTe. [laraHNHYM IOCTHUTa TOBA
Ype3 M3KIIOYNUTENHO Ipeln3Ha (PaKTypa ¥ BHUMATETHO pasIpeniere-
HII€e Ha [TTACOBETE.
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6. AHCAMbBJIOB BAJTTAHC M1 EBOTIOII A

IIpocnensaBaHeTo Ha KBapTeTuTe 1 - 6 KaTo LAIOCTEH LMKDBII
IaBa Bb3MOXXHOCT Jja ce BUAM Kak [laraHMHM NOCTENEHHO M3rpakpa
HOB MOJIe/I Ha aHCaMO/IOBO MICTIEHE:
® OT sICHO M3pa3eHa UNUrynkosa fomrHaHTa (KBaprer Ne 1),
® KbM IIO-PAaBHOMEPHO paslpefie/ieHIie Ha TeMaTUYHUTe QYyHK-
nyu (kBapTeTy Ne 4 u Ne 5),
e 710 TocTUraHe Ha 6amaHCMpaHa aHcaMm6oBa cTpykTypa (KBap-
TeT Ne 6).
Tasu eBomionys 1MoKa3Ba, Ye KOMIIO3UTOPBT Bb3IIpueMa KaMep-
HaTa MY3MKa KaToO NPOCTPAHCTBO 3a MHCTPYMEHTAJIEH MAJIOT U TBOP-
YeCKO B3aMOJIelICTBIE.

3AK/IIOYEHUE

[TopBuTe HIeCT KBapTeTa HAa [laraHMHM NPENCTABIABAT I[eHEH
JIOKYMEHT 3a HETOBOTO VI3PacTBaHEe KaToO KOMIIO3UTOP, KOITO ChyeTa-
Ba BUPTYO3HOCTTA C €MOLVIOHA/TTHATa ABI0O0YNMHA, XapaKTepHa 3a Ka-
MepHaTa My3MKa. B TAX OTKpuBaMe paHHM C/Iey OT HOBATOPCKY UJIEN:
eMaHI[MIIALMATA HA BUOTOHYETOTO, aKTMBHATA PO/ HA BUOJIATA, TIpe-
[M3HOTO BK/IIOYBaHE Ha KMTApaTa U CTPEMEXBT K'bM PaBHOCTOEH aH-
caM6710B b6anaHc.

Tesu mpousBeneHnst He CAMO OUYePTaBaT MY3UKATHUTE THPCEHNUs
Ha [laraHuHM, HO ¥ pa3KPUBAT eJHA [I0-MaJIKO II03HATA CTPAHA OT HEero-
BUSL TBOPYECKM OO/MK — KOMIIO3UTOP, KOWMTO I'bPBO €KCIIEPUMEHTHUPA,
a C7Ie]] TOBA MOBEXX /14 KAMEPHIS YKaHP Ha HOBO, TI0-POMAHTUIHO HUBO.

HacrostmysT JOK/Iaf MpefcTaBs HAYaTHUS €Tall OT aHa/Iu3a Ha
Le/VsI UKD/ OT METHA/IECET KBAPTETa, KaTO C/IE[BALITE €TANN OT U3-
C/IefBaHETO Iile MPOCIENST PasBUTIETO HA Te3U TeHIEHIIUN B CPeTHILS
" KbCHUSA Tlepyof Ha [TaraHuHM.
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DOOAKAOPHUTE KOCTHOMW B TETEBEH
MPE3 XIX N HAYUAAOTO HA XX BEK

MAPTAPUTA KPBCTEBA-CTOMYEBCKA!

FOLKLORE COSTUMES IN TETEVEN IN THE 19TH
AND EARLY 20TH CENTURIES

MARGARITA KRESTEVA-STOYCHEVSKA?

Pestome: Teresen e rpan B CeBepHa bbirapus, pasmnonoxes B
nonute Ha Crapa mnaHmHa. HacrosmaTa cTaTtua uMa 3a Lenl ja
IPOC/IeN KaK ce IIPOMeHs 00/1ek/1oTo B TeTeBeHCKNA Kpaii pe3
XIX Bek u Hayanmoto Ha XX Bek (fo 40-te — 50-te roguum). [Tpen-
CTaBAT Ce BCUYKY BUIOBE 00/IEK/I0, KOUTO Ce CpelaT B TO3M pe-
TMOH, KaKTO M TAXHOTO M3MeHeHue. [IpocnensaBa ce mosiBata Ha
rpafckoTo 06mexno. Tbpcu ce ceMaHTHKara B 0OJIEKIOTO IIpe3
pasrnexzaHua nepuoj. HanpaseH e mpersieq Ha BCUYKM HAyYHU
M3TOYHUIN TI0 BBIIPOCA.

Knouoeu oymu: o61exno, ceMaHTHKa, TeTeBeH, HOCUS

Abstract: Teteven is a city in northern Bulgaria, located at the foot
of the Balkan Mountains. The city's historical appellation, Alton
Teteven, is a testament to its profound cultural heritage. In this
report, the focus will be on the subject of “baking“ as a custom.

J-p Maprapura KpbcreBa-CroiideBcKa e [JOIIEHT B felapTaMeHT ,Mysuka“
Ha HoB 6brapcku yunBepcurer, e-mail: mkrusteva@nbu.bg

Dr. Margarita Kresteva-Stoychevska is an associate professor in the Depart-
ment of Music at the New Bulgarian University, e-mail: mkrusteva@nbu.bg
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This ritual is observed during the Easter Lent, concluding on
Lazarus Day. This is a distinctive rite that is unparalleled in other
regions of the country. The following discussion will identify the
primary actors involved and provide a detailed analysis of the
musical and dance characteristics of the tradition.

Keywords: custom, Peikuvane, Teteven, folklore

B cpepara Ha XVIII Bek ce OBsIBa TYpCKO BAMsIHME B OBITapCKul-
Te (ONKIOPHY KOCTIOMI3, KOETO MPOAB/DKABA [I0 TPUIECETTE U YeTH-
punecerre roguuu Ha XIX Bek. ToBa e mepuogpT, B KONTO 00/IEK/IOTO
IIOCTEIIEHHO 3aIl04Ba Jla Ce IIPOMEHs, KaTO IIpeMaxBa TyPCKOTO B/INSA-
HUe ¥ HaB/IM3aT e/IeMeHT) OT eBpOIelICKNUTe KOCTIOMI. Te3n mpoMeHn
II'bPBOHAYA/THO Ce IPOABABAT B )KEHCKUTE Jipexu (,,BMCOKA Talus IOf
B/IMSHME Ha MOJIaTa aMIIMp — KOCTIOMBT Ha IUIOBAVMBCKNTE YopOas-
KUMKU-OmygHUIM OT ,,CTpallHuA ¢ B baukoBcKusA MaHacTUp u Ap.”
[HACJIEIHVIKOBA 1979: 73]).

»[l€BETHAZIECETOTO CTOJIETHE € BEKBT Ha DBIrapckoTo Bb3pax-
JlaHe, BEK'BT Ha pa3apobaBaHeTo Ha TypckaTa MMIIepus, Ha 3a4eCTIIN
BBCTaHMsI Ha MOPOOEHNTE HApPOAM U Ha HelpeKbCHATa HafllpeBapa OT
CTpaHa Ha 3allaffHUTE I'bP>KaBy B MKOHOMMYECKO U MOJIUTUIECKO BIIN-
saane Hap Typckara nMmnepus. [IbpBute TpupeceTMHa TOAMHM OT CTO-
JIETUETO Ca TOAMHY Ha (PeOfa/Hy pasMMUPULIU ¥ KBPIKATUICKA OI-
YCTOILIEHNA, Ha PasrpoMsABaHe Ha MHOTO O'BITapCcKy IpajioBe, IOpazi
ydJacTueTo UM B ['pblikaTa 3aBepa mpes 1821 I. 1 Ha U3ceIBaHe Ha KOM-
HaKTHY Macu ObArapcko Hacenmenue ot Visrouna Bearapus cnen Py-
CKO-TypcKaTa BoiiHa oT 1828 — 1829 . [lopagy Tesu nmpu4MHY €fiBa OT
1830 r. ycoBuATa 3a )XMBOT ce HOpMammaupat. Kurennre Ha 6ankaH-
CKUTe PajloHU ce IpeceBaT B 0CBOOOJEHNTE OT M3Ce/IVIINTE Ce TYPLY
3eMH, @ MHOTOOPOJIHOTO CE/ICKO Hace/eHNe, KOeTo 0 BpeMe Ha Kbp-
JKaMUIICKUTe Habesy e ThpCcero 3alljiTa B I'PajioBeTe, ce yCTaHOBABA
OKOHYATe/THO B TAX. TUs BBTPELIHN IIpece/ieHNs, pe3yaTaT OT CbOUTH-
ATa oT HadanoTo Ha XIX Bek, JoBeXar 10 IPOMsHA B CbOTHOILIEHUETO

3 TypckoTo BIMsIHUE Ce M3passiBa B IeCEHU C TAMYYHM ¥ BBIHEHU TBKaHU, Op-
HaMEHTH OT raiiTaHM, B KPOMKNUTE Ha HAKOM BPBXHI JPEXI U JIP.
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Ha HaceJIeHMeTO B I'PajJjoBeTe, KOETO B IIO-TO/IAAMATa CM YacT CTaBa Ipe-
AuMHO 6Bbnrapcko. Tosym pemmTeneH YMCIeH IpeBec Ha OBATapcKOTO
HaceJ/leHVe M03BO/IsABA Ha 3aMOTBAIINTe Ce OBIrapCcKU 3aHAATYUM T10-
CTEIIeHHO Jja Ce OTHE/AT B CAMOCTOATETHY O'BITapcKy ecHadu, OT/IETHO
ot obuure Typcku mnn rppuku. [Ipes 30-te u 40-Te rogyuu Ha XIX
BeK B MHOTO 00/IaCTM Ce Ch3JaBaT KaIMTaJUCTUYECKV MPOMMIIICHN
HpefpUATISA C pasBUTO pasnupepenenre Ha Tpypa.“ [HACJTIEJHMKO-
BA 1979: 75

Bcyuku Te3au MKOHOMUYECKM ¥ MONUTUYECKM YCIOBUA Ca IIpef-
IIOCTaBKa 32 NoC/IeBalllTe IPOMEHH B XKMBOTA Ha Hapofia U 1o TpoMe-
HU B 00JIEKIOTO, KOETO 3aI104Ba Aa ce 0popMsi IOf] BIMsHNUE HA 3aIlaj-
HoeBpomneiickuTe fipexu. ToBa Bb3fielicTBIE JOCTUTA IO CTPAHATA IJIaB-
Ho 1pe3 Pycus. ToraBa Obirapckute Bb3pOXKAEHIN ca KOHTAKTYBaIn
I7IABHO C HeJIHU IIpeJicTaBUTEN, a TaM Beue e yTBbpJieHa eBpoIlelickara
Moja. BropuAT kaHas e [MpPeKTHO OT 3allafIHUTe CTPAHU, HO CTEIIeHTa
Ha B/IMsIHUE € 3HAYUTE/THO IT0-MaJIKa, T'hil KaTO U KOHTAKTUTe Ha O'bira-
pUTE C Te3V CTPaHM ca OVIIM OTPaHUYEeHI.

HacrosummsaT fOK/Iaz e ce CIpe Ha Ba OCHOBHM THIIA O0TIeK/Ia,
HoceHu B TereBercko npe3 XIX u XX Bek. ToBa ca rpajckoTo 06/71eK/I0
U TpaguuyoHHuTe Hocuu. Ilopagu orpanndenns o6eM Ha TpagyIIIOH-
HO 007IeKJI0, 1Ile Ce IPeiCTaBU CaMO CYKMaHEHOTO* >KeHCKO 00/IEKIIO.

Jla 3amo4yHeM ¢ 0OpMAHETO Ha TPAACKOTO OOIEK/IO B PervoHa.
Ktutopcknre noprpetn ot XIX Bek ca IleHM M3TOYHULY, KOUTO JaBaT
uH(OpMaIyA 3a CbCTOAHNETO Ha KOCTIOMA II0 TOBa BpeMe. ,OT fipyra
CTpaHa, KTUTOPCKUTE MOPTPETU MIIOCTPUpPAT MHOTO BSPHO CBILECT-
BYBAalIl[OTO COLIMAIHO-K/IACOBO pa3C/loeHNe Cpeli MECTHOTO HaceJleHMe,
3aII0TO 1300pa3eHNTe KTUTOPY ca OT IPOC/IOfKaTa Ha efjpuTe U Cpefi-
HUTe YOpOaI>Ku, )XMBE/N HAKOra IJIaBHO B TposiH, JIoBeu 1 TereBeH, a
CBIIO U B HAKOU MKOHOMIYECKY 3aMorHayu ce cena. [MUXAVIJIOBA
1999]

Ile ce mososa Ha nopTpeTuTe Ha Mapusa n Muxaun x. Mareosuy
u cuna um Vioan ot TeTeBeH, KOMTO ce HAMUpAT B Mapaknuca ,CBeTn
apxanrenmy Muxani u FaBpann® B Punckus Manactup. B opurnnan te

4 CykMaH®bTegbaranmmpoka(cBo6ojiHa) )KeHCKa fpexa (KaTo pok/is) 6e3 pbKaBu.
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ca nsobpasenu 1o KonmeHere. Kruropkara Mapus e nzobpaseHa KaTo
MIajia JKeHa, KOATO e ofyiedeHa B I'b/ra CBOOOJHA Ipexa ¢ IIUPOKU
pbKaBu. l|BeTpT Ha #ApexaTa e TBMHO TypcKo cuHbO. OKOJIO Bpara, 1o
MPOI'B/KEHMETO Ha Is/IaTa IpeJHUIA, KAaKTO U 110 Kpasi Ha PbKaBUTe
IipexaTa e 00TOY€EHA C IIMPOKA MBUIIA OT CBeTIoKadsiBa Koxa. [pexara
maja CBOOOJHO 1 JIeKO Ha paMeHaTa, KaTo P'bKaBbT € IIPUKadeH IPaBo,
6e3 [ja MMa [OII'BIHUTE/THU U3BUBKU OKOJIO PaMOTO. PBKaBbT € IbIbr
JI0 HaJ| KMTKATa I IOf HETO Ce NOKa3BaT PO30BM ,HAPBKABHUIN , KOK-
TO ca MOJIUTaTeHM C pe3efia. B oTBopa Ha gpexara ce rmokaspa IasBaTa,
KOATO e 00TOYeHa B PO30BO KaTo Ipy HapbKaBHuuute. [log po3osus
HapbKaBHIK Ce BYDK/IA IPYT TeCeH PbKaB, KOMTO CTUTA O KUTKATa I Ha
LIBAT e 3/1aTUCTa oxpa. B maspara Ha po3oBaTa ipexa ce BIDK/A U MajIKa
4acT oT Os/1aTa pusa, KOATO € Hajl-HoTHATa ipeXa B )KEHCKMS KOCTIOM.
Cropen; HacnemamkoBa posoBara jpexa, KOATO Ce BIDKZA, BEpPOAT-
HO IIPEeZCTaB/IsiBa CaMO JIeKOpaTBeH HarpBJHUK — ,Harpbaka“ [HA-
CJIEJHMKOBA 1979: 80]. Ilpenmnonara ce, 4e qpexute ca O JbITK
JI0 T/Ie3eHa, T'hii KaTo TOBa e 00MYaiHaTa J'b/DKIHA Ha )KEHCKUTE IPeX
II0 TOBA BpeMe.

I'maBara e mokpuTa € ronsAMa YeTBbPTUTA KbpIIa B CUH LIBAT, KO-
TO € IperbHaTa 10 JVaroHasI, OKpKBa YeloTo [0 cpefaTa. JlBaTa kpas
Ha K'bpIiaTa IpeMIHaBaT CBOOOHO 107, Opajjata u Cjiefl ToBa ce BPb3-
BaT Ha BbpXa Ha [71aBaTa. Pa3IM4HOTO OT XapaKTePHOTO 3abpakjaHe 3a
>KEeHITe 110 TOBa BpeMe ca JiBaTa Kudypa Koca, KOUTO ce CIIYCKaT BBbPXY
KbpIIaTa OT [iBeTe CTPAHM Ha INIIETO.

B Taka onucanus KOCTIOM €IMHCTBEHOTO €BPOIIENICKO BIVAHME €
B IIPMYEeCKaTa Ha )KeHATa, T'hl1 KaTo IOJOOHO CITyCKaHe Ha KIYypy Koca
Hajl YIINTe e TUIIMYHO 3a MofiaTa B 3amajHa EBpomna oT HayamoTo Ha
XIX Bek.

Krutopstr Muxann x. MateoBud e o6/iedeH B [b/Ira BpbXHa IIN-
poOKa IIpaBa ipexa B TbMHOCHH IIBSIT, KOSITO € C IPaBOIIPUILUTHY pbKaBU
U Ce OTKPOsIBA C TSICHA IIpaBa sAKM4YKa. B ropHara yact nma recHu o6bp-
HATy peBepH, KaTo ce BIDK/A, Ye ca MOIUIaTeHN ¢ po30B Ivart. [logo6-
Ha TIOJjI/IaTa MMa U B PBKaBa, KOETO TOBOPHY, Ue Is/IaTa Apexa e IOf-
IiateHa ¢ To3u wiaT. OTHony e obJedeH ¢ Apyra CuHA Apexa Oes sika,
KOSITO € JI'b/ITa IO HaJ[ KOJIEHEeTe, KaTo Ce MpeJIonara, e e 6e3 pbKas.
[Tono6HO Ha >KeHCKMsI KOCTIOM, 1 T3y ipexa e 00TOoUYeHa 110 Kpauiara
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C ThHKa UBUIIA KOXKa, TbMHOKadsiBa Ha 1BsT. Crief ToBa ce BIOKzA Kad-
TaH> B TYpCKa KpOJKa, Mac/leHO3e/leH Ha IIBAT C JUAarOHATHO M3KPU-
BeHa JIHM Ha IIPeJHNULITE OT BpaTHA M3BMBKA K'bM KP'CTa, KBIETO €
IperacaH ¢ TbMHOCHBO-3¢e/IeH Iosic. PpKaBbT Ha KadTaHa Ce IMofiaBa B
HOJIUIATeH B CUBO-3€JIEHO LIMPOK PBKaB Ha ropHara apexa. [Tog To3n
BTOPY P'BKaB p’bKaTa ce IojaBa ob/edeHa B TeCeH I b/I'bI PbKaB, CTH-
raii 1o KUTKaTa OT CMH IUIAT Ha Oe/u MHUML.

Ha rnaBata cu HOCK ThMeH KoxKeH Kanmnak. Kocure my crurar jjo
BpaTa, Te ca BUECAHM Has3aJ 3aj YIIUTe.

MHOTO MHTepeceH e U HOPTPETHT Ha TAXHOTO fieTe VoaH, koeTo
e Ha ByjuMa Bb3pact okono 10 — 12 ropguuu. To e obnedeHo B kadraH
OT PO30B IIIaT, OPHAMEHTUPAH C PABHOMEPHO PA3IOJIOKEHN I0-efpK
KJIOHYeTa ¥ MeXAY TAX ApeOHM cuTHU 1BeTdeTa. VI meTckmaT kadraH,
10 mozfo6Me Ha MBXKUSA, € C TYpCKa Kpoiika (C AMaroHaJIHO CKpoeHa
IICHA IIPeJHNLIA), OTHONY € IOAIIIATEeH C'hC 3€/IeHO, @ B KP'BCTa € IIpe-
[acaH CbC CMH mosic. Ha Bpara mMa HucKa IpaBa sSIKMYKa, a [IOf] Hesl ce
HofaBa TsACHA Os/Ia MBMIjA OT sIKaTa Ha pusara. J[pexara e 06To4eHa 110
Kpas C TaliTaHN.

Hap xadrana MomueTo e obOmedeHO B 3e/ieHa (BepOHe3) caira-
Mapka®, KOsITO MOKPMBA IIONIOBMHATA OT QUTypaTa My 1 € C IUPOK Pb-
KaB, cTUraiy o Hag kutkata. CasramMapkara e ¢ TACHa IIpaBa sSKIYKa.
Okosto Bpata 1 1o Kpasi Ha IPeAHNLUTE € 00TOYeHa ChC CBETIOKadsiBa
IyXKaBa KOXa.

T'bil KaTO BpBXHUTE APeXM Ca IpeKaleHo AB/IIN, KpaKara ce I10-
Ka3BaT CbBCeM MajIKo. Te ca 00yTu B Oyt yopanm 1 B TbMHOKaQsiBI
eMeHnn’.

Kocara Ha MOM4YeTO e HIICKO MOJICTPUTaHa, OCTaBeHa e Jja ce CIIy-
CKa CBOOOJIHO, KaTO Ce BVDK/AT JIEKM KbAPABY KUIYPH.

C HaBnusaHe Ha QoTorpadusara ce yBeIMYaBaT BH3MOKHOCT-

5 Kadraubr e TpaguLnOHHa, CBOOOHA 1 Ab/Ira Apexa (4ecTo fO 3eMsATa), C Ipo-
U3X0J OT bmskus u3ToK.

6 Canramapkara e Kbca TOpHa pexa (0 KpbCTa), 4eCTO C IOAIUIATA VI KOXa,
XapaKTepHa 3a TPAfUIMOHHOTO OBarapcko 067exno. O6MKHOBEHO e mn3pabo-
TeHa OT LIasK, Y4eCTO YKpaceHa C raiiTaHyu 1 6pofepuit, KaTo ce cpellla B pas-
NIMYHM eTHOTpadcKy 06macTu.

7 IInuTKY KOXKeHM 0OYBKU C OCTBP BUPHAT HOC, 6€3 TOK, KAKBUTO OOMKHOBEHO
ca HOCe/M TypLUTe.
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UTe 3a 3amas3BaHe Ha oOpasuy oT cpepara Ha XIX Bek. VIMeHHO upes
TAX MMaMe BB3MOXXHOCT Ja IPOCIeAVM II'bTA, II0 KONTO IIPOHMKBA
3aIIafHOEBPONENICKOTO BIAUAHKE B JipexuTe 1o ToBa BpeMme. Jlo 50-Te
TOAVHM Ha BeKa TOBA BJIMSHIE € efjBa JOIOBUMO, 11 TO B O0JIeK/IaTa Ha
6oraTute rpak[jaHu, KOUTO MIPOU3IN3AT OT ThPrOBCKO-3aHAATUNICKI-
Te ChC/IOBMA MIPEJVIMHO B II0-TO/IEMITE IPafiOBe, HO B MBXXKI KOCTIOM
TO € IIOYTY HefI07IOBMMO. VIMEHHO B cpefiaTa Ha BeKa M/IaJie)KUTe, KOUTO
HOJTy4aBaT cBoeTo obpazoBaHue B EBporma, 6bp30 3amouysar fia HOCAT
KOCTIOMU B eBpoleiicku cTuil. IIbpBOTO, KOeTo Bb3ImpueMar, e Kpoii-
KaTa, KaTo Te ca IINTHU C IIOAPBYHM MaTepuasIl, KOUTO ce CboOpassBar
CBC CTapys TUI IPAJICKO 00JIEKTIO, M/IV OT JOMAIIHO U3paboTeHM ThKa-
Hu. [TocTeneHHO ce MOsIBsIBa BHOC 11 IpofaXkda Ha (pabpuvHO mpons3Be-
JIeHU TeKCTVJIHY IJIATOBE, OT KOUTO Jia Ce M3paboTBaT ApexmTe.

Ilo OcBoboxeHMeTo Ha Bbarapus HapoXHOTO 06/IEKTIO IIPeTbp-
I1Ba Pa3BUTME, KOETO Ce IPeoNpeNie/is OT OUTOBIUTE, MaTepUaTHUTE I
COLVIa/IHM YCJIOBMS B PA3/IMYHMTE PETVIOHM Ha CTpaHaTa.

TpaguLMOHHOTO OBITAPCKO SKEHCKO (POTIKIOPHO OOIEKTIO MOXKe
fla ce KMacuduuupa B 4 OCHOBHM BMJA: €JHONPECTITYEHO, ABYIIpeC-
TUTYEHO, CyKMaHeHO 1 cassHo8. OCHOBHUAT AemuTOeH Oesier e Kpoiika-
Ta ¥ BUZIA HAa Bp'bXHATa Jpexa.

3a pasnmka oT pa3HOOOPa3NeTo MPY XKEHCKUTE Apexy, Kinacudu-
KalMsATa Ha MBXKNUTE KOCTIOMM Ce OIpefie/id OT IIBeTa Ha BpPbXHATa
npexa. Taka pasrpaHM4YaBaMe JIBeé OCHOBHU TI'PyIM — O€TORpELIHN U
YepHOJPELTHI.

TpagMLMOHHOTO EHCKO 06/IeK/I0, HOCEHO OT MO-TO/IAMATa 4acT
OT HaCe/ICHNETO B PErvoHa, e I0CTa I'bCTPO U pasHoobpasHo. To craza
KbM ABYIPECTMIYEHUTE M CYKMAHEHNTe )KEHCKM HOCUM, 3 MBXKKOTO —
KBM UYepHOMPEIIHOTO. [IBylpecTMI4eHNTe Apexyu ca ce HOCeIM KaTo
JIITHO O0JIEKJIO, @ CYKMaHBT — KaTO 3MIMHO.

ITo Bpeme Ha cBOMTE IIbTELIECTBMA B HamaTa cTpaHa Penuke Ka-
HuLP muine, 9e 00/IeK/I0TO Ha HacCe/leHNeTO ,,Bb30yAy YyIyABaHETO Ha

8 TpapuuyonHoTo obyexno B IOrosamagua bearapus mpuHamiexxn KbM T. Hap.
LCAAHO 001eK7I0“ v o67exo, XapaKTepHO 3a ropHaTa 4acT Ha HOCUATA,
HapevyeHo cas.

9 ®emukc Kanur mocemaBa Bbearapus B npogbmkeHne Ha 16 . — ot 1860 fo
1875t
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BCEKM XY[JOKHMK 1 eTHOrpad!“. 3aToBa Toil B3uMa cbc cebe cu 06pasiyu
OT HOCUU OT JIOBEIIKMSI Kpail U ' 3aHacsl BbB BueHckus eTHorpadckm
MY3eil.

Bb3pacTTa Ha XeHarta € U3K/II0YUTETHO BaskeH OeJIer Mo OTHOIIIe-
HUe Ha HelTHNTe ipexn. Bb3pacToBUTe 3HALM Ce OTHACAT [0 KPOIKaTa,
M3I0/I3BaHNTE LIBETOBY HIOAHCK Ha OCHOBHATA JIpexa, BUJia U pasIloso-
JKEHMeETO Ha Be30eHaTa JeKopalsi, KaKTO U 10 Ha4IMHA Ha 3a0pakjaHe.

»Kpoiikure, 0cobeHO MaTepuuTe M CHCTABBT Ha OO/IEK/IOTO, ca
3aBUCUMHU OT reorpadckara o6CTaHOBKA. [[pexnTe Ha IUIAHMHIINATE,
JIOPY ¥ PUSKTE, Ca BBIHEHM, IUTBTHO HPUJIEIIHAIN OKOJIO TS/IOTO, 32
ma sagbpokat rorwtnHa. [BEJIEBA 1950: 7] ,,C oreq Ha KTMMaTUYHNATE
0COOEHOCTH, HAPOL'BT HOPYU € YCTAaHOBUI U CE30HHU OOJIeKIa, pasimny-
HIU 110 Kpo¥iKa, MaTepus u 1BAT. [To ceBepHuTe npenmnannum Ha Cra-
pa IIaHMHA )KeHNTe IIpe3 31Mara oO/IMYaT 3aTBOPEH CyKMaH OT fiebern
IU/IaT, KOJTO 3a/{bpyKa TOIIMHA, a TIpe3 JISITOTO 110 KeTBa 1 KocuTha, 3a-
[IacBaT [iBe IPEeCTU/IKY, KOUTO OCUrypsiBaT npoxnaga. Croper [anka
MuxaiiioBa HaIM4YMETO Ha IBaTa TUIIA )KEHCKM 06JIeK 1A € O1JI0 U3KITIO-
YNTETHO 6/TarONpUATHO, T'hil KaTo e Ipefiarano 6oratyu GpyHKIMOHA-
HY BB3MOYXHOCTM 32 >KEHUTe OT pernoHa. ChlljecTByBa IIPaBUIOTO, Ye
MOMIMTe Ca IPeIIOYNTANN [ja HOCAT IBYTIPeCTIT9eH) 06/IeKIa, a OM'b-
JKeHWTe — CyKMaHeHM. T mpepmornara, de gBarta BIja >KeHCKI 00/IeK/1a
€ Bb3MOXKHO J]a Ca 3HaK 32 CEMETHOTO IOJI0KEHME.

CyKMaHEHOTO >KEHCKO 00/IeK/I0 ce CHCTOM OT JB/ITa Pu3a, CyK-
MaH 6e3 pbKaBI 1 OTTOpe MPeCTUIKA. 3a 3MMHO BPeMe Ce HOCST BPBX-
HU [pexy HapuyaHu ,Kauaseika‘l0 u ,pkeMmka“ — B cantamapka,
KOSITO Ce HOCU ¥ TI0 IPA3HMIHM TIOBO/IN.

Pusara e 0OCHOBHa ipexa KaKTO IIPM )KEHCKIUTE, TaKa I IPU MBXK-
KUTEe KOCTIOMU. Ts € CMMBOJI Ha caMys 4OBEK M 4eCTO ce M3IOI3BasIa
3a HEroB 3aMecTuTesl. ToBa ce MOTBBP)KAaBa OT ONMMCAHU M 3aMa3eHn
NedyeOHM IPAKTUKY, KOTaTo ce 6ae Ha pu3ara, BMECTO Ha CaMIsl YOBEK.

Pusara ce Hapuya npasall. Ts e ¢ TyHuUKoOOpasHa Kpoiika u ce
e mesa OT KbTYMIHO (KOHOIIeHo) I1aTHo. Crefy pa3poCcTpaHeHNeTo

10 KarjaBeitka e psifIKo M3IIOJI3BaH TePMMH, 0003HaYaBalL BILJ| TOIIa BPBXHA Jipe-
Xa MU K'bCO MajITO.

11 TIpaBa — B 3aBMCMMOCT OT TEXHOJIOTVISATA Ha KPOEHe, py3aTa ce HapyuJa II0 TO3M
Ha4MH.
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Ha IaMyKa y Hac npe3 XIX Bek, IOCTeIIeHHO P'bKaBUTE, I1a3BaTa U I10-
nnTe ce M3paboTBaT OT Meye3Ho (cMeceHo) rraTHo. Hapuya ce Taxa, 3a-
I[OTO € C KBb/IYMIIHA OCHOBA U IIAMY4eH BBT'BK, U3BECTHO KaTO ,,TPUTE
rpaHia’

Vima cTporo ompeyesieHy mpaBua 3a 13pabOTBAHETO HA pyU3ara.
CwmsTa ce, ye e JoOpe KpOeHeTO M fla ce CTapTpa, KOraro ,,ce HadyeBa Me-
cera“, 3aII0TO [0 TOBa BpeMe BCsIKa 3alI0YHATa HOBa paboTa Iife CIIOpHL.
He camo ToBa, HO ce cuuTa, Ye Hall-yJadYHNTe JHY 32 TOBa HOBO HAaulHa-
HUe Ca JHNUTE OT Ha4a/IoTO WM CpeflaTa Ha CeIMUIIATa — OHE[ETHMK,
Cpsifia WIM YeTBBPTBK, HO B HMKAKbB C/Iy4all BbB BTOPHUK, CbOOTA 1
Hemesst. OCBEH TOBAa CAMOTO KpOeHe TPsibBa f1a ce M3BBbPILBa IIPYU U3TPEB
CIBHIIE, TAK 32 Ja criopu paborara. ExHo moBepue, JOCTUIHANIO U [0
HAlIllV JJHY, e, 4e KOTaTo ce Kpoy HOBa py3a WM ipexa, He OyBa jja ce ro-
BOPY, 3aIJOTO Ce CMTA, Ye e Ce 3alllye YMBT Ha HelTHUs COOCTBEHNK.

[Tpeny HAYa/IOTO Ha Ipolieca Ha KpOeHe Ce M3pyuya IOXKeTaHue
»~CBbC 37paBe fa ce Hocu' wmn ,C Ta3y pusa fa mobereit, ga ycrapen”
[MMXATITIOBA 1999: 185]. Korato ce kpou pusa 3a MOMUde, Ce HApUYa
»0y/Ka Jia s1 Hocu', a Ipy MoMueTaTa — ,,¢ Oy/ka fia 1 ckbca®. V gBere
PasHOBUHOCTH HA )KEHCKUTE PU3Y, KOUTO Ce CPEIAT B TO3Y PETUOH, Ce
KPOST, KaTO Ce B3MMa e[{HO I/IATHO, YMATO IB/DKVHA OTTOBApsI Ha BIUCO-
JIHATA HA YOBEKAa U [jaBa Bb3MOXXHOCT pu3aTa Jja IOCTUTA JI0 [TIe3eHM-
te. [I1aTpT ce mperpBa Ha [iBe 3a IPeLHMIA U TPBO, KOUTO Ce HapuyaT
craHoBe wiu 6oeBe. Ha mperpBkaTa ce u3psisBa KpbIJIo OI'bPINE, KOe-
TO ce mMOpBOBa ¢ uBKLA OT 6510 TIatHO. OT ABeTe CTpaHM Ha IUIaTa Ce
BM'BKBAT TPWBI'BIHM K/IMHOBe. [lof MUIITHMIINTE Ce 3alBaT anmuiyu
WK H#abky (ManKy TPANeOBUHY apyeTa IIATHO, KOMTO Ce CIarar 3a
ymob6cTBO 1pu iBVOKeHMe). [IpenHunaTa, rbpOsT U pbKaBUTe Ca IIPaBy
u 6e3 Habopu. Orpp/IreTo Ha MpegHNIIATA MM IBI00K a3BeH paspes,
KOJITO Ce 3aKOIT4aBa C Komrue 1 nemenka (6pumka). PbkaBute ce ymmsar
OT IUIAT ¥ TIOJIOBMHA Y CTUTAT IO KUTKUTE.

TyHnkoobpasHuTe pusy pasmonaraT ¢ Be3MO OCHOBHO OKOJIO
OI'bp/INETO, TTa3BeHMsI paspes, pbba Ha ppKaBuTe 1 1o nonute. OT Ha-
4as0To Ha XX BeK pU3NTe 3aII0YBAT /ja Ce YKPACsABaT C KEHApy U PBYHO
IVIETeH! TAMYYHU JaHTenu (Mpedxi), KOUTO M3MECTBAT CBIECTBYBa-
mara 10 MoMeHTa Be3beHa ekoparusi. OOMKHOBEHO ca U3PpabOTBaHM
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B OsA/1 IBAT, HOOHU3AHU 110 KPaMIIlaTa C pa3HOLIBETHM U CUTHY MBHUCTA
WIU C mumupeiiku, 1omypku (THec HapudaHu naitetn). Cpelasm ca ce
Y MPEXH, KOUTO ca OM/IM YKpaceHM IO Kpas caMoO C XX'BITH, YepPBEHM
VUV CYHY KOHIIM.

JIpyro cbliecTBEHO M3MeHEHNe 10 OTHOLIEHNEe Ha PU3UTE, Koe-
TO Ce OCBIEeCTBABA B Haua/oTO Ha XX Bek, € M IpOMsHATa Ha IIIaTa
3a TsAXHara m3paborka. I[maroBere 3amoyBar fja ce THKAT OT M3Ls-
70 maMy4Ha ¢abpuyHa MpeXkzia, a MoKpail ABara pbba I'M yKpacssar
ollle TPV THKAHETO C Kupeuesu (OPaHXEBO-KB/ITA Ha I[BAT IPEXKa,
KOATO Ce IO/y4YaBa IIpM HATOIIABaHE BBB BAapOB PA3TBOp) WIM 4ep-
BeHU KeHapu (TOBa ca CHOIYETA OT PAas/IMYHU IO AeOenyHa MBUYKN).
IIpn KpoeHeTO Ha pu3aTa KeHapuUTe Ce pasloyaraT OT JABeTe CTPaHU
Ha CheVHNUTETHUTE IIeBOBE M IO TO3M HAYMH IpadMyHO OYepTaBar
Kporikara M. He ca pefku cmy4anTe, B KOUTO KBM IIONNTE HA puU3aTa
Ce IPUINMBAT ,KEHAPCKM IO C MpeXXa“ — JOI'bIHUTETHA HAIped-
Ha MBHUIA C KEHApy, KOSATO HaKpas e HaljleTeHa ¢ faHrtena. Tosu Tum
p¥3a HOCU TO-TPafCKM XapaKTep, ,C KOETO JOIpUHACs 3a GopMupa-
HeTO Ha HOB CTII B MeCTHOTO obexno‘ [MUXAVJIOBA 1999: 186].

Cniopes; HApOJZHOTO TTOBepIe, KOTraTo ce Bese py3a 3a MOMa, TOofie-
HUIIA MM MJIafia HeBeCTa, Ce OCTaBsA HeJOBBPIICH HAKON Be3OeH MO-
tiB. ToBa ce e mpaBeso mpoTuB ypoku. ITak ¢ TakaBa Iiej, KOraTo ce
06/114a HOBa M/IM TIPaHa PK3a, Ce IPOKApBa OT IOJIUTE KbM OI'bP/INETO
LKUB® (ropsug) BbryieH. [locokaTa Ha M3BBPIIBaHE Ha [JIEICTBUETO He
e CIIyJaliiHo, IIPaBy Ce TaKa, 3a Ja PacTe YOBEKBT, /ja He ce cMassABa. B
TOBa ITOBEPJIE Ce B/Iara KaKTo IPSK, TaKa Vi IPEHOCEH CMUCBIL.

CyKkMaHBT B pernoHa Ha TeTeBeH e KbcOoknuHecT [Benesa, Jlema-
BLOBa, 1974: 247; ETHorpadusa Ha Bwiarapus 1983: 247]. Kpoiikara My
Haroz06s1Ba Ta3y Ha TYHMKOOOpas3HaTa pusa 1 Ce CbCTOM OT eAVH IIsIT
IperbHAT Ha JiBe IUIAT, OT KOVTO ce M3paboTBaT MpefHNULa U IPwo, T.
Hap. cmanose. OT KpbCTa HAJJONTy ce BMBKBAT OTCTPAHM 110 JBa CUTHO
CTBpYAIM KIMHOBe (k1uHU). PbKaBHNUTe M3BMBKM Ca JBIOOKO U3psi3a-
HU HaIlpes, KaTo orspineTo e nobpe odpopmeHo. OT Hero HafONy MMa
CUJTHO pasTeIjieH eNUICOBU/EH Ia3BeH oTBop. Hait-yecto To3u Mopen
ce HapuM4a meneHsAk. VIMeTo uaBa OT TOBa, 4e ce M3paboTBa OT febern
YeTBOPHO T'bKaH YepeH BBIHEH LIasK, KOVTO ce 00sA1CBa U Tela Ha Te-
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IaBMIA NIpeiM YIIMBAHETO Ha ipexara. KaTto HauMeHOBaHue MOXe Ja
Ce CpellHe U KaTO 2ppuas CyKMaH — OT HABUTUTE KaTO OPUMKM (K/ynKu)
raiiTaHOBM OOTOKIL.

YKpacara e ChCpefoOTOYEeHa IO MasBara, PbKaBHUTE OTBOPU U
pbba Ha monata. CbCTOM Ce OT PBYHO YCYKaHM PA3HOLBETHY BBIHEHN
cripenyt (py e>XeTHEBHMs) WV KYIeHU railTaHy (Ipy IpasHUYIHMLS).
KbCOKMMHATUAT CYKMaH MMa Ko0OOBe, Te ca Pa3Io/IOKeHN B FTOpHaTa
YacT Ha K/IMHOBeTe U ca 60raTo YKpaceH! C FaliTAHOBM OOTOKM 1 KITyII-
K1 (rajiTaH HaBUT Ha OpuMKy). [TasBara My 3aBBbpIIBa B OCHOBATA C 0¢-
OPMEH OT TaliTAHUTE KP'BI.

IIpe3 roguHMTE Ca OMMCAHU TOMEMU Pa3nu4Msi B OPOs U IBETO-
BeTe Ha raitanute. CMsTa ce, Ye MMEHHO II0 TAX Ce ChAU 32 CEMENTHOTO
HOJIO>KEeHNe, Bb3PacTTa M MMOTHOTO ChCTOSIHIE Ha IIPUTEXATe/lTKaTa Ha
CYKMaHa.

HasBaHuero Ha CyKMaHa ce ompefens OT Oposl Ha TaliTaHOBUTE
o6Tokn!2. [Tpu exxeHeBHITE CYKMaHN, KAKTO U IIPU HOCEHU OT 10-0e-
JIHUTE ¥ Hall-Bb3PAaCTHNUTE >KeHV OOMKHOBEHO OOTOKMNTE ca He IoBede
ot Tpu. [Ipy cykMaHNUTe Ha MIIaJITe >KeHY, Ha Te3M OT IT0-3aMOXKHM Ce-
MeJICTBa U NIPM MIPA3HNYHUTE CYKMaHM OpOST Ha rajiTaHUTe JOCTUTAT
mo 15-18. ToBa ompefesns 1 TeXHUTE MMeHa LIecTalM, CeAMaIly, OCMaly
Y T.H.

Ha xpbcTa ce IocTaBs TeceH Mosic Hapu4aH 3yHunal3 (B mo-crapo
BpeMe) 11 KO/aH (B I0-HOBO BpeMe). TexHMKaTa 3a ThKaHe e Ha Kopu.4

12 O6Toky — 6posT HA pefoBeTe raliTaHu, C KOUTO Ce YKpacsBa CyKMaHbT.

13 B peruoHa c’bc 3yHmMIIa ce UMeHyBa 1 gbrara. C Hero ce Ha30BaT BCUYKY THKa-
HI, KOMTO Ca M3THKAHY OT pasHOLBETHM MBUIN. ToBa HaMMEHOBAHNE € M34e3-
HajIo J0CTa OTAaBaH, Thil KaTo € 3aMiCaHo CaMO B CIIOMEHMTE Ha I0-Bb3PacT-
HI )KeHM B cpefiaTa Ha XX Bek.

14 Meton Ha ThKaHe, KOITO € MHOTO xapakTepeH 3a CeBepHa boirapus u peru-
ona Ha Crapa mnanuHa. Cropen M. BeneBa pernona Ha Jlosemxko u Ilnesen-
CKO € IIeHTbp Ha Ta3M ThKayHa TeXHMKA. Td ce chCTOM B M3psA3BaHETO Ha 40
KBafIpaTHM KOPM OT TJIAfIKO JBPBO MY IbOH C pasMep Ha CTPaHUTE OT 3-4 cM
1o 8-10 cm. TaxHaTa mMpKHa onpepesns IIMPUHATA Ha KojlaHa. B yeTupurte um
Kpaullia ce IpoOMBaT AYIIKY, IIpe3 KOUTO ce IPOKapBaT CHOITYeTaTa OT Pa3HOIl-
BeTHa Bb/IHEHa 0CHOBa. OT eIMHMAT Kpaii YeTMpUTe CHOIYeTa Ce 3aBbp3Bar 3a
YCTOIYMBO MACTO KaTO OTpajia, TPefia, a IPYTUAT Ce IbPXKM OT ThKadkara. Ilo
oIlpefiesieH pef U MOC/IeNOBaTeTHOCT TA 3aBbPTa KOPUTE KAaTO IO TO3YM HaYMH
ce Io/My4aBa NpeIINTaHe Ha OCHOBaTa. IIpes HeA ce mMpoKapBa pasHOLBETEH
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Te ca ¢ ;p/DKMHATA HA TAMMATA U HA TAX ce MOCTaBAT madrute. ToBa ca
Hal-IIMPOKITE KOMAHM, KOUTO Ce HOCAT OT TOIEHNUIIV U OMBXKEHM XKeHI,
T'il KaTo MapTUTe WM YOIIPa3UTe Ce IOAAPBAT B JIeH Ha TOJEKa.

o 20-te rogyuy Ha XX Bek € HOCeHa IpefHa efHOIIaTa Ipec-
TUIKA, YKpaceHa C KMIMMeHM opHaMeHTM. Hapudya ce mo pasnmuyum
HauMHN. T'BKaT ce OT pAAKO BISAHATAa KOHOIIEHA OCHOBA, BBPXY KOATO
ce HabMBa I'bCTO PasHOLIBETEH BbIHEH BBTbK. OCHOBHO ca CBETIOUep-
BeHM WU pemu3er (M[jBa OT TYpCKM U O3Ha4aBa ayneH) ¢oH. ,llsmoTo
H0JIe Ce TIpeTbKaBa C Oeny ¥ XXBIATU 3yHu (MBULM), OTKBAETO UABA I
Ha3BaHMETO U 3yH4esd. BpTpe B TAX Upe3 KbcaHe (KbCaHM IPECTUIKN)
ce oTOMpAT Ha cTaHa ¢ 6enu, XXBITH, CBETIOYepBeHN, KadsiBI 1 3ete-
HYI BB/IHEHM KOHIIVM Pa3HOOOpasHM TeOMEeTPUIHU PUTYPU — €COBUIHI,
XMKCOBUIHY, CMJIHO pasTerjieHyu poMm6oBe, poMOOBe IO BBPXOBETE C
KYKU, 3UI'3al, JBOEH 3UT3ar, sebuyu (poMOOBe OT JIBeTe CTPaHM CbC
ckaueH suraar) u p. [MVXAVJIOBA 1999: 188]

Besika oMbKeHa )KeHa MMa ¥ [0 efjHa YepHa eQHOIIaTa Ipec-
TUJIKA, IpecedeHa OT CYHM U 3e/IeHM 3yHHU, 6e3 OpHaMeHTU U Apyra
ykpaca. Ts ce Hocu B 3HaK Ha Tpayp. A Hail-Bb3PAaCTHUTE )KEHM A HO-
CSAT IOCTOSTHHO.

Ot 20-Te rogyay Ha XX BeK ce MOSABABA eJHOIIATA IIPECTUIKA C
pos3u, rionose. T e U3ILSAIO BBIHEHA, Iis/1aTa € YepHa, BUHEHOYePBEHa,
KadsBa, TPMHO3€/IEHA I TBMHOCHHS, a B JOIHATa CU 4acT € YKpaceHa ¢
U3TBKaHY Ha CTaHa [JBETOBE OT po3u. Tpute M ppbda ca 06TOUeHM C IIN-
poKa mBMIA YepHO Kaande nm cateH. T4 e ¢bc chIIuTe pasMepy KaTo
cTapara J ce HaJlara KaTo IIpasHIYHa.

ITo ToBa BpeMe KaTo e>Xe[HeBHA MM pabOTHA IPeCcTUIKA YKeHI-
Te 3aIl0YBarT Jla HOCAT [IBYIUIATa MpeseHd MpecTIKa. [IBara maTa ca
Che[IIHEeH XOPU30HTATHO 1 ca u3paboteHu ot numol” mwarHo. Tosa s
IpaBy 1o-7IeKa 1 yRo6Ha. OCHOBHMAT (POH e YepeH, KasB MU BUHe-

BBTBK (TOJ € HABUT HAa COBATYNMIIN) U Ce HaOMBa C IIOMOLITA Ha [{bPBEHO HOX-
4e. B 3aBMCMMOCT OT HauMHa HA [IPEBBPTAHE Ce [IONTYYABAT PasTndHy QUIypIL.
3a moseue nHpopManys lanka Muxaiiiosa, Jlosemkus kpait, 1999, crp. 192.

15 TexHmka Ha THKaHe, IPM KOSTO OCHOBATA U BBTBKBT IIPECKAYAT CAMO II0 efHa
HUIIKA U Ce BYDKIAT eHAKBO. 3HAYMTETHO IO-THHKITE IIAMy4YHM KOHIIM Ha OC-
HOBaTa OT Te3M Ha BBTHKa IIPaBST TaKa, 4e ce Mo/IyyaBa IUIbTHA U cOMUTA IIaji-
Ka TbKaH, abCOMIOTHO efHAKBa OT JBETe CTPAHIL.
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HOYEpBEH, a OTTOpe ¥Ma MaJIKVl CMHU U 3e/leHu KBagpardera. OT aBere
CTpaHU B KPbCTa NPK IlIeBa KbM BPB3KNUTE Ca HAIPABEHU I10 HIKOJ-
Ko 6actu. Haii-Bb3pacTHNUTE XKEHM ca HOCEIM TaKaBa IPeCTUIKA 1 110
[pas3HUIINTE.

BpbxHUTe Apexn, KOUTO ce HOCAT OT XKEHNTe, ca ey Ha LBAT U
ce HapyyaT Kvcauu, 0onaxmanxu, oonama u knauHuk®. ITo-KbCHO Te
ca 3aMeHeHU OT MUHMAHA, KbUveelikama, 0xy6emo, KOHMoua u 2yHu-
mo. B ronsiMaTa cu 4acT Te 3amas3BaT KpolKaTa ¥ yKpalleHATa Ha Oe-
JIUTe TOPHM ApeXM, KaTo Cce MPOMEHST OCHOBHO I[BETHT M MaTepusTa,
OT KOATO Ce MIPOMU3BEXAT.

B cTynmeHOTO Bpeme BB3pacTHUTE XKEHU ca OOIMYamu Koxypu
(AMaseKTHO HaVMEHOBaHMeE Ha KOXKYX) C A'B/ITY PBKABY MU KOXYPHe-
ma (eneru 6e3 pbKaBm).

Ha xpakara o0yBat kanyu, KanyyHu, nanuyHul’ v BbIHEHN YO-
pamm.

Kanespume ca Te>XKyt 4epHI OOYBKM, KOUTO Ca KOBAHU C K/T€UKIL.
Te ca cBaTbeH fap oT cBekbpa 3a HeBecrara. Crey cBaT6aTa ce 00yBar
CaMOo 32 XOPO VIV 32 TIPasHMLIN.

Hocst ¢plio 1 4exiu, 1 L{bPBY/IN.

I'maBara Ha MOMM4YeTaTa € OTKpUTA. [leBOMIKIUTE ca CIINTANIN KO-
CHTe CM Ha ,JIeca’ WIN ,KOHCKO KPWUJIO', TOBa € IIPUYecKa, IpU KOSATO
KOcaTa ce pasfiefis ,II0 CpefiaTa Ha IIaBaTa B IBa CHOIIA, KOMTO pasIpe-
Jie7isl TIOCTETEHHO OT 4Ye/lOTO K'bM TWIa B CUTHM IUIMTKY U BIUIMTA B
obura mnTKa 1o cpenara Ha ropba“ [BEJIEBA 1963: 9].

OMBbXeHNTE M Bb3PACTHIUTE )KEHN Ce TJIeTaT OOMKHOBEHO Ha JBe
CTPaHMYHU IUIUTKY, KOUTO Ce CIMBAT B €HO ¥ HAaKpas ce BPB3BaT C
651712 Bp'BB.

Tesn nmpudecku ca ce Hocenu o HadanoTo Ha XX Bek. Criex ToBa

16 Te ce Mspa60TBaT OT TeIlaH Ha TelaBuIa 0571 JOMAIIHOTHKAH MIAsAK, a KIallHU-
K'BT OT aba, KOATO € ThKaHa JINTO C OCHOBA OT KOHOII U BBTBK OT Os/1a KO3MHa.
PasnmmuHnTe MMeHa moKa3BaT TUITA Ha apexara — HeHaTa ABbJIDKNHA, Kpoﬁu(a,
[ IMa KbC WIN I'bIIbI PBKaB.

17 Kanuure 1 Ka/lI[yHUTe ca Iapdera IUIAT C pasaMyHA JB/DKMHA ¥ HAYMHU Ha
OMOTaBaHe OKOJIO Kpakara. JIamuyHITe MMaT HOfMeTKa OT 6030Ba aba (HoceHn
OT M/IaJTe XOpa), a Harope ca Oe/n ¥ ca YKpaceHM C YepBeH U YepeH raiiTaH.
Tesu, HOCeHM OT MO-BB3PACTHUTE XKEHM, Ca HAIIPaBEH! UBLSIIO OT 6030Ba aba
M Ca YKPACEHM CaMO C YePHU raliTaHl.
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BCIMYKY 3a[I0YBAT a BPH3BAT KOCUTE CU HA eHA VTN JiBe ININTKIU. Mo-
MMUeTara 3alas3BaT OT CTApOTO CIUIMTaHe CaMO yKpacara Ha IUIUTKaTa,
KOSITO IIPABSAT C YePBEHU KO3/IUHU, KOUTO 3aBbPIIBAT C IIACKIO/ HAKPASL.

OMB)KEHUTE KEHN NMAT PAa3HOOOPA3HM U CJIOKHM 3a0paskJaHMSI.
Cpela ce ¥ MHOTO MHTEPeCHO 3abpakjjaHe, HapedeHo ,Kadyil', 3a OcC-
HOBAaTa Ha KOETO Ce M3I0/13Ba KPaTyHa.

MBKKHUTE HAPOTHU KOCTIOMMU

MowmueTarta macTMpUeTa, KOUTO Ca Maceu CTafjaTa g0 HavyanaoTo
Ha XX Bek, ca xofenn ob1edeHn ¢ pusu cbe crycHaty nonu. Tosa cra-
BaJI0 JOKDBM 15 — 17 TOoOMHM U efBa cief] KaTo OTOMBa/IM BOEHHAaTa CU
cnyx6a, o6yBanu BbaHeHM raupy. OO6/1eK/IoTo e OMI0 MSKIIYUTeIeH
Oester Ha COLMATHO M3PACTBaHe, M3I0/I3BaH HOPY U OT TYPLMTE IO Bpe-
Me Ha OCMaHCKOTO BIafin4ecTBO. B MOMeHTa, B KOITO MOMIIMTE CMEHSAT
CBOMTE JIPeXI, Te ca 0OIaraHu CbC CHelaIeH TaHbK ,,IKasus 18,

MmbxkoTo 06mmekno B TeTeBeHCKO, koeTo omucBa Xpucto Baka-
penckn [BAKAPEJICKI 1981: 17], mpuHamiexxu KbM 4epHOJpEIIHITE
[IpeXM ¥ Ce CBCTOU OT YePHY NOTYPMU, KOUTO Ca IMMPOKM 1 Ce HOCAT Ha-
OpaHM B KPBCTA, @ OT KOJIEHeTe HaJlo/Ty HOCAT TeCHU HO2A6UlU, HapiJa-
HU 0vHecmu. KakTo or6enaspa [anka MuxailyioBa B CBOETO U3C/IeIBaHe
Ha MBXKOTO 007IEKI0 B TO3U Kpali, ,,0T Bb3pakganeTo 1o cpefara Ha
HAINS BeK, KOraTo TPaAMIMOHHATa HOCKSI OTIIafla KaTo Iis/I0 OT OuTa,
TS IpeMMHaBa Ipe3 MHOTO M Hail-pa3HooOpasHM TpaHcdopmanmm”
[MUXAVJIOBA 1999: 202].

JonHara 4acT Ha Kpakarta ce yBMUBa C HA80U VN kanyyHu. Ilory-
puTe ca raifTaHOCaHM 1O PBOOBeTe U HXKOOOBETE U OTHONY IO Kpado-
nure. [lo KamannTe MMaT raifTaHM, HO Te Ca XapaKTepPHM 32 ITO-K'bCHIS
eTair

Bbpxy TAX ce HaBUBA YepBeH IOAC.

Pusara e keHapeHa ¢ TyHUK0OOpa3Ha Kpoiika. B mo-crapu Bpeme-
Ha M'BKeTe C'hILO Ca MMaJIi JIETeH U 3MMeH BapuaHT Ha pusara. JIsiTHata

18 Myxmsmst (M [pKU3Iia) € MCTOPUYECKM TAaH'bK, HAJIATaH BBPXY HEMIOCIOIIMaH-
CKOTO HacejleHMe (3MMMU) B UC/IAMCKUTE ['bP>KaBU B 3aMsIHA HA 3aLIUTA U OC-
BOoOOXKIaBaHe OT BOeHHA CIyba. B chBpeMeHeH KOHTEKCT TEPMUHBT Ce M3-
II0/13Ba PSIKO, OHSKOTa KaTo MeTadopa 3a TeXBK JAHDK, HO ICTOPUYECKN €
CBBp3aH C pasnopenduTe Ha LiepuaTa.
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ce 13paboOTBa OT JOMAIIHO K'BIYMIIHO IJIATHO, A 3VIMHATA OT JIUTOTD-
KaH BB/IHEH IUIaT. VI TyK ce cIasBar IpaBmIaTa 3a KpoeHe, KOMTO OIIN-
caxMe IIpY >KEHCKNTe PU3ML.

MpyxKaTa pu3a ce Kpoy OT LI IIaT KaTo OTCTPAHM Ce PasLINpsi-
Ba C K/IMHOBE U 3aTOBA Ce HapI4a camokpolika.

Ot HavyanoTo Ha XX Bek (20-Te — 30-Te TOMHY) pU3UTE Ce U3pa-
60TBaT OT JOMAIIHOTBKAHO IAMYYHO I/IaTHO. VI34e3Bar 6popepunte u
JleKopalMATa ce IIPaBy OT KYIeH IIPUT.

OCHOBHUTe BPBXHI [IpeXN ca efek, aHmepus u aba. Kbpm kocTio-
Ma ce HOCAT efnerju 6e3 p'bKaBy, TaliTAHOCAHU C PKOOUeTa — HapuIaHu
0%amaodaH, a KOraTo ca ¢ pbKaBM, Ce MMeHyBaT anmepuu. Bcuakm Te ca
M3paboOTBaHM OT CHIINA IIASAK KaTO IIOTyPUTe.

B TeTeBeHCKO MbXeTe HOCAT U T. HAp. HAMYK/IUS, KOATO Ce Iue OT
JIOMAaITHOTBKaH BYHEHOYepBeH, KasB, CUH VJIN YepeH MaMy4eH IIaT
Ha 6e/u 1 4epHU paiiera. Ta e ¢ maMydeH XacTap, a MeX/ly ABara IIaTa
ce ¢J1ara IUIacT OT IAMYK U CJIefi TOBA Iisi/IaTa ce Tere/mpa.

Cpelar ce u Apyru BPbXHU 3MMHU JPeXU KaTO KAAUHUK, KAOa-
Huya n apyru. KmamHmnksT ce 13paboTBa OT HEIPOMOKAEM M TEXKDBK
IUIaT, M3TbKAH OT BB/IHA U KO3MHA U TellaH Ha TemaBuIa. [Ipexara e ¢
KauyyJIKa, KOATO ¥Ma BP'b3Ka, 3a Jla ce 3aBbp3Ba 107 Opajara. LIBeTsr
My e 6030B, KpoJiKaTa My e IpaBa (HalpaBeH e OT TP LieI IIaTa) U
6e3 ppKaBI. 3a JEKOpALVIs M B CBIOTO BpeMe 3a JeKOpaLys 10 MIeBO-
BeTe € YKpaceH C YepHa BbIHeHa BpbB. KabaHumara ce nspaborsa ot
cypoBa Bb/IHa (OCTaBeHa B €CTECTBEHMsI M 6030B IIBSAT) C A'B/ITY PBKaBU
u kauynka. OTHONy e IOAIIIATeHa C OBYA KOXKa U € YKpaceHa 1o Kpas ¢
YEPHU I'aliTaHML.

Ha riaBute ca ¢ 4epHUM OBYM KaJIIaLy, BBPX'BT € CMAuyKaH U € Ha-
BBIpeE.

IIpes 1ATOTO Ha KpaKaTa CM YBUBAT napmeHKU OT IIAT, & B CTY/ie-
HO BpeMe HOCAT Oe/y Ha6yu,a OT 4eTBOPHO T'bKaH IIasK.

OO6MKHOBEHO MBXKETe CaMy CI IIPaBSIT LIBPBY/IUTE WU CU T KY-
myBaT. VI3paboTBaT ce OT CTpuraHa CBMHCKa mim 6MBojCcKa Koxa. Ky-
HEMIKNTe I'bPBYIN Ca dpeasaseHu, HapudaT ce TaKa, 3aIl0To ca n3pabo-
TEHM OT IIlaBeHa TeJIelIKa KOXKa ¢ KaIlaly OTIIpef ¥ peMbIy (KauIIKy)
3a npuctarane. [TIo-6orarute ca Hocenu kanespu (HUCKU OOYBKY C IbJI-
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6oKa m3pesKa OTIIPes ¥ KOBaHM C KJIeUKM) U KOHOYpu (0OYBKM C MAJIKO
IIMPOKO TOKYe, KOBAaHM C TBO3JeN). MbkeTe ca I' HOCeM CaMo C JIo-
MAIIHO IIJIETeHN BBIHEHV YOPaIlNL.

Kocriomnte B TeTeBEHCKO ce XapaKTepuU3Mpar C OTHOCUTETHO
ennHCTBO. Cpelar ce ABYNpecTIIIeHa KeHCKa HOCcus (HOCeHa JISITHO
BpeMe) 11 CyKMaHeHa )KeHCKa HOCKs (HOCeHa 3MIMHO BpeMe).

B cenmmmiata okomo TereBeH 0067€K/IOTO OCTaBa IO-3aTBOPEHO,
KaTO B HETO 3HAUUTETHO € IT0-MaTbK JIeTbT Ha IOMALIHUS PBUEH TPYA
3a CMeTKa Ha M3II0/I3BAHETO Ha TOTOBM Marepuanyu u3paboTBaHM OT
Tep3uu U KapTaH K.

BcnencTBre Ha mporjecuTe, KOMTO 3alOYBAT fIa IPOTUYAT B Ha-
muTe 3eMu 1pe3 Bp3paxkpaHeTo, CBbp3aHnTe C 00/IEKIOTO MECTHU 06-
pasiy npuaoOuBaT pasIMIHU HOBU, TPAICKYU TI0 CBOSI BUJ 1 XapaKTep
CTUJIOBU OCOOEHOCTH, KOUTO Ca B IMPsIKa BPH3KA C MKOHOMUIECKOTO
pasBUTHME Ha HACETIEHIUETO.
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Abstract: This report is part of the research work of Prof. Dr
Mario Hosen, dedicated to the pedagogical and methodological
principles in the works of Niccolo Paganini. The author examines
the hidden aspects of the technique of the great Italian virtuoso,
tracing the historical foundations of the violin schools before him
and the revolutionary innovations that Paganini introduced in the
understanding of sound, movement and expression. The analysis
combines a historical perspective, performance experience and a
scientific approach to one of the most mysterious phenomena in
the history of violin art.

Keywords: Paganini, violin, virtuosity, methodology, pedagogy

BbBEJEHINE

HacroAmmAT gokaaj mpefcTaBisgBa YacT OT M3C/IeJOBaTeNICKIUs
TpyA Ha mpod. a-p Mapno XoceH, MOCBeTeH Ha NeJAarorM4ecKuTe 1
METORO/IOTMYHY IPUHLIMIMN B TBOpYecTBOTO Ha Hukono Ilaranmam.
ABTOpBT pasIyeXxia CKpUTUTE ACTIeKTV Ha TeXHMKaTa Ha BeIMKMA UTa-
NMAHCKU BUPTYO3, IPOCIeAABAIKI UCTOPUIECKUTE OCHOBY Ha LINTYII-
KOBITE LIKOJIV IIPE/iY HETO ¥ PEBOJTIOLVIOHHITE HOBOBBbBEIEHN A, KOUTO
[TaraHVHM BBBEXXZA B pa3OMpaHeTO 3a 3BYK, ABVDKEHNE U M3PA3HOCT.
AHanu3 BT CbUeTaBa MICTOPMYECKA EPCIIeKTUBA, U3IIBTHUTEICKU OMUT
U Hay4eH MOfIXOZ K'bM eJHO OT Haii-3aTa/[bYHNUTe ABJICHNA B ICTOPUATA
Ha [UTY/IKOBOTO U3KYCTBO.

»IPABBA A YYBCTBAII CM/IIHO, 3A TA
HAKAPAII 1 IPYTUTE OJA IIOYYBCTBAT.“
(HUKOJIO TATAHVHN)

Huxono IlaranuHu mM3gura craTyTa Ha CONMOBMA MHCTPYMEHTa-
JIVICT JIO paBeH, a JOPYU ¥ MO-BJMCOK OT TO3M Ha CO/MOBUA IeBell. 1011 e
II'BPBUAT B CBOATA €II0Xa, KOWTO fleficTBa He3aBMCUMO, IPOAYyLUpa,
KOHIIepTHpA, 6€3 Aa pa3dnra U3LSIO Ha aPUCTOKPATUIHO IIOKPOBUTEI-
cTBO. 3a Jja pasbepeM MysuKara My TpsiOBa ia UMaMe BUHATY IIPEABUL,
Je TOJI e 4acT oT uTanuaHckata Bel Canto MysukamHo ecteTnyecka Tpa-
punys. HeroBoro Kpepo: , I'psiBa fa 4yBCTBAI CUIIHO, 32 fla HAKapall

137



MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

U gpyrute ga yyBcTBar . Tosm ab3ar) e MHOTO 671130 1O ZYMUTE Ha JPyT
BEIMK MTA/TMAHCKY LUTYIap U Kommosutop — Jxysene Taprunn: ,3a
fia cBMpuI fobpe, TpsibBa Aa e kato Aa nee gobpe”. B mcmo fo Jlyna-
xu xepmu IlaranuHu nuine 3a BaXHOCTTa OT pasBMBaHe Ha ,,CBHU-
peHe, KoeTo paskasBa“ (suonare parlante). CpBpemenunnnre Ha [lara-
HVHMJ B CBOUTE IMCMa TOBOPAT 32 3ByYEHETO HA HEroBaTa My3MKa — TO
OM/I0 HEBEpOSATHO KPAacUBO, a TPENTAIIaTa BUOpaLus Ha CTPYHUTE MYy
IpuaBaja OHa3M ropeua Bb30ya Ha )KUB YOBeIlky r1ac. B Journal de
Frankfurt ot 3 anpun 1831 1. ce kasBa: ,,...HeroBara Mysuka 071ecTu B
CBOATA II'bPBUYHA KpacoTa. Toil M3I'BIHM BbBeleHMe, KOETO MOXe Ja
ce Hapeye ‘Pe/IMTMO3HO’, ¥ KOeTO BCUYKY IpU3Haxa 3a HebecHO. 3a f1a
ce Cb3flafie TaKaBa MeJIOAMS — TOJIKOBA HEXXHA 1 TPOTaTe/IHa — YOBEK
Tps16Ba 1a O'bJje BABXHOBEH U JIa € 4yJI IIeCEHTa Ha XePYBUMMUTE .

CKPUTHUAT METO]J HA ITATAHHUA

[TaranuHM paspaboTBa COOCTBEHA ¥ HAII'BIHO OPUTMHATHA Xa-
PaKTepMUCTMKA Ha TOHAJTHOCTUTE, OCHOBaHa BBPXY TeXHNMKATa CKOpHia-
Typa (OBUIIIEHO IPEHACTPOIIBaHe HAa CTPYHNTE Ha IINTY/IKATa), B ChUe-
TaHUe C TeMOPOBUTE IIBETOBE — KOUTO BapupaT cHopes n3bpaHara To-
HAJTHOCT — U C HeitHaTa auHamuKa. (Mnoctpanns 1)

»Mosita TaitHa (orBBpHan [larannun), ako n300610 MOXKe TaKa 1a
ce Hapede, BOIM K'bM IIO-I'BI0OOKO pa3dypaHe Ha MHCTPYMEHTA — pas-
OupaHe, KOETO IPOHMKBA MHOTO MO-A'BTIO0KO, OTKOTIKOTO ce cMsTa. He
I'b/Ka TOBa OTKPUTME Ha CIYYallHOCTTA, a Ha 3abI00YEHO U3CTIef-
BaHe. AKO METOZBT Ce IpyIara IMpaBuUIHO, Bede He e HeoOXOAMMO Ja
Ce YIpakHsBALI 10 YeTUPYU VIIN TIeT Jaca eXXeHeBHO. ToBa oOydeHne
TpsA6Ba fla 3aMEHV CBILIECTBYBALINTE JHEC METOAVIKY, KOMTO CAKAII
Le/IAT HOoBede Jja 3aTPYAHAT Y4eHMKa, BMECTO Jja IO Haydar fia CBU-
pu (urar oT aBTOOMOrpadMuHaTa KHura 3a Ilaramuuu ot Mosed
IoTku)

»IlaraHMHM YeCTO HACTOABAJI, Y€ HETOBYAT TaJIAHT IIPOU3/IN3A OT
TailHa, KOSATO caM e OTKpuI. Tasu TaiiHa, Ka3Bas TOii, 1Ije pasKpyue Maj-
KO IIpefiyt CMBPTTA CU B KPATKO ,,JI3c/meiBaHe 3a LUTY/IKa, ChABPKAIIO
CaMO HAKOJIKO CTPAHMUIV, KOETO IIAJIO fla IPeAy3BIKa OTPOMHO Y[u-
BJIeHVe U BIIUsAHMe cpeft Bcuuky nurynapn.” (Ppancoa-Kosed deruc)
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»Bapuanuu Bppxy Bapyka6a“ - ca mo moe ybexxneHue, oHOBa
VICTMHCKO II€IarOrm4ecKo ¥ METOIMYECKO U3CTIeBaHe, 3a KOETO CaMI-
AT [TaraHMHY TOBOPY B CBOUTE ITUCMA.

YcnexbT U CeH3aluUATa, IPENN3BUKAHY OT II'BPBOTO M3IaHME HA
24-1e xanpuuu [RICORDI, 1820], ce pasmpocTpansaBar us usma Espo-
na. Tasu TBopOa ce mpeBpbIIla BbB BU3UTHA KapTuika Ha [laraHuum —
TOAVHM IIpefyl I'bPBOTO MY TypHe M3BBH VITanmus, KOeTo ro oTBexsa
npe3 1828 r. BbB Buena. [Ipe3 despyapu 1836 r. [laraHuHY CbCTaBs TPU
PBKOINCA KaTo CIIeluasieH MOgapbK 3a CBOS OU3bK MPUATEN — afiBO-
kata Jlymmxu J>xepymn. KommosnumsaAra, osarmasena Variazioni sul
Barucaba (tpn anbyma, BKIIOYBAIlIM TeMa M JIBajleceT Bapualuy), ce
nasu gHec B bubnuoreka Kasanarense B Pum (pxm. Ne ms. Cas. 5627).
Ppronucute npencTaBiasaBar yuebeH mMaTepuan — KpaTky, KOHIEHTPU-
paHM YIpa>kKHeH)s BbB BapUallIOHHA OpMa, M3TPajieH! BbPXY apIie-
XKV, pas/IMYHy BUJIOBE AIUIMKATypa, apTUKY/IALV, IMIMKATO C JIsABa
u fsacHa ppKa (Vmoctpauns 3), usyyaBaHe Ha TOHATHY MOAY/TALINU U
CBMpeHe caMo Ha egHa cTpyHa (Com), eleMeHTH, KOUTO MO-KbCHO OT-
KpuBaMe B IISITIOTO TBOpYecTBO Ha [laraHmHu. Ypa>kHeHUATa UMAaT U
1ieI 1a BbBejaT YYeHNIMTE B CBeTa Ha MMIIPOBM3aLNATA. 3a ja M30erne
eHOO00pasyeTo 1 Ja MOAbp)Ka KOHLIeHTpauusATa, [larannuu gob6ass u
aKOMIIAHMpallja KUTapHA MapTus, KOATO IpeBpblla yIpaKHeHNATa B
MY3UKaJIHO IISTIOCTHU MVHMATIOPK. B TO3M yHMKaleH obpasel] Ha He-
roBaTa METOMIMKA CpelllaMe 3a IPHB BT ¥ ABTEHTUYHA MP'HCTOBKA Ha
camus ITaraHuHY, a BCMYKM Bapualuy ca HallMCaHU B Ma>KOPHU TO-
HanHocTH. (MnocTpanus 2)

TOHA/THU OIPUHIIUIIN Y CTPYKTYPA
HA ITMK'BJIA

Anbym I - BBpxy Tema B Jla Maxkop (A-Dur); BKIH0YBa TOHasI-
HOCTHU OT KBUHTOBMA Kpbr 0-63F m 0-5b.

Anbym II - Bppxy Tema B JJo maxkop (C-Dur); BkIo4YBa TOHasI-
HOCTHU OT KBUHTOBUA Kpbr 0-7H 1 0-5b.

Anbywm III - BBpxy Tema B Pe maxop (D-Dur);BkiouBa TOHaI-
HOCTU OT KBUHTOBMA Kpbr 0-63 1 0-5b.

VsyyaBaHeTO Ha TOHAJTHOCTUTE € OCHOBA Ha BCAKO IUTYJIKO-
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BO 00yueHNe, Tl KaTo IpefCcTaB/iIsiBa QyHAAMEHT 3a perepTOapHOTO
MICeHe. Benuky Bapuanuu ce 6asypar Ha Ma)KOPHOTO TPU3BYdue
(OCHOBEH TOH, TOJIfIMa Teplia, YNCTa KBUHTA) — CTPYKTYPeH eJIeMEeHT Ha
KOHCOHAHCa, KOJTO He M3UCKBa paspellleHne. YIIpa>kHEeHMATa ca 11071e3-
HU U 32 00y4YeHNe 110 KOMIIO3MIVA, 3a10TO CTY>KaT KaTo M3XOfIHA TOY-
Ka 3a Cb3JlaBaHe Ha Bapualuy U IPyTY MHCTPyMeHTaTHN GpopMu.

Hokaro 24-te xanpuuy Ha IlaraHuHU ca M3CIeABaHM Bede JBa
BeKa OT Hail-pasnuyHM IJIEAHU TOYKY, ,Bapmanmm Bppxy Bapyka6a“
(1836) octaBar mouyTu Hemos3HaTu. [lemarormyecKMsAT UM acmeKT pas-
KpMBa >KeJaHMeTO Ha KOMIO3MTOpa ja obenuuy 60-Te Bapmaumum B
CHCTeMaTVYHa KOJIeKI[Vs, OTpas3siBallla HeroBNsA MeTOJ Ha oOydeHMe
»Ha MaJIKVl CTBIIKN — C I1ay3!, BpeMe 3a Pa3MNUCHI U BHUMaHUe KbM
JeTana.

»BDbB BCAKO OT Te3u uacnenBanuA [laraHuHu ce crpemMm ga fie-
MOHCTpMpPa BCUMYKM BUJOBE LIPUX, CIeLMPUYHNUTE TPYSHOCTH Ha
IpPBCTOBATA TeXHMKA ¥ KOMOMHAIMNTE HAa TOHAJHOCTHU, BBPXY KOUTO
ce ocHOBaBa HeroBara 1kona. (Ppancoa-Kosep Pernuc)

»1a31 KOMIIO3MLIUA € eflHa OT IOCTIefHITE MY TBOPOU 1 OUeBUTHO
He e O1/Ia IpefjHa3HaYeHa 3a TyOIMYHO U3II'bIHeHMe. BeposTHO e Tpsa6-
BaJIO /Ia CTaHe YacT OT HeroBara I[UTyIKOBa METOAMKA, B KOATO fla pas-
KpJMe TajfHaTa, KOSATO TOJIKOBA BHMMATEHO e Iasesl. Bapuanuure (8bB
BCUYKJM TOHAJTHOCTY OT KBMHTOBNA KP'BI) Ca M3BajIKa OT HETOBATa TeX-
HUKa U CIy>KaT KaTo BbBeeHNe B CTU/IA MY U IIOATOTOBKA 3a 24-Te Ka-
npuun. (Opany lImutHep B yBoga cu kM mbpBoto Urtext uspgaHue)

3a pasnuka ot npenxopuute uikonu (Tapruxu, Mouapt, Kpoit-
uep, Poxe) [laraHnHM He THPCU MEXaHUYHO YCBBBPIICHCTBAHE, a B3a-
VIMOJIE/ICTBIE MEXJIY TeXHUKA, 3BYK M MMUCBHI. Toil BBBEX/a MaeATa
3a yy4eHe Ha MAJIKM CTBIKU, IPU KOETO YIPaXKHEHNUATA ca KPaTKM,
KOHI[EHTPMPAHN U MO3BOJIABAT BbTpemrHa pednexcua. B tosnm cvmm-
cbn Variazioni sul Barucaba mpepcTaBisiBaT MeTORMYECKO NPOABI-
JKeHUe Ha ,,24-te kKanpuun“ (1820), KOUTO ca HeroBara TBOPYECKa BU-
3UTHA KapTM4Ka. AKO KaIpuU4uTe ca ,BBPXBT Ha BUPTYO3HOCTTA, TO
Barucaba e ,,x109'bT KbM TallHaTa Ha LIKO/IATA MY .
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TEXHUKA HA JIABATA PbKA

3a ma ce pasbepe meronukara Ha Hukomo IlaraHuuu, e Heo6Xo-
VMO HAaKpaTKO Jja Ce MPOC/IeAN PasBUTUETO HA LUTY/IKOBUTE LIKOJIN
npepny Hero. JJoTorasa nefarorndeckute METORM ca HACOYEHM IIPERUM-
HO K'bM M3TPaKIaHEeTO Ha MEXaHUYHU HaBMUIM — Hall-Bede 110 OTHOLIe-
HJle Ha MO3NUIMNTE U JIBVDKEHMETO Ha jisiBata pbka. Cpel OCHOBHUTE
TPYy[OBe OT IpelXofHN: nepuoy ce oTkpossar: JK. [lronon — Principes
de Violon (Ilapwx, 1718), JI. Mouapt — Versuch einer griindlichen
Violinschule (Ayrcoypr, 1756), . Taptunu — Lettera... alla Signora
Maddalena Lombardini (Jlonmon, 1771), I1. TaBunmec — 24 Matinées,
Etudes-Caprices (ITapux, 1794), P. Kpoiiuep — 42 Etudes ou Caprices
(ITapwxk, 1796), I1. Pone — 24 Caprices pour Violon Seul, om. 22 (ITapnx,
1822).

[TaranuHM ob6ade Cb3haBa LI HOB CBSAT, KOVTO aKaJeMUYHUTE
LVTY/IKOBY Cpefiyl — MIa3UTeIM Ha TaKa HapedeHaTa Status quo — ybIro
BpeMe OTKa3BaT Jja IPM3HAIT.

»I1araHNMHM pa3pyly rpaHUIUTE HA HABYKA M BCUYKM YCTaHOBe-
Hu npasuna.” (Kapn I'yp)

Kakro e 1o6pe n3BecTHO, alUIMKaTypara Ha LUT'yJIKaTa ce OCHO-
BaBa Ha CBUpEHE B TETPAXOPHHM IONOKEHMUs — MHTepPBa OT KBapTa
MEX[Y I'bPBUS U YeTBBPTUS IPBCT. TpajulliOHHATa LIUTYIKOBA Me-
TOAVIKA M3IOJI3Ba MMEHHO TO3M IIPMHLMII Ha ,KBapTOBO Pa3IONIOXKe-
HIe Ha IPBCTUTE" KaTO CBOSI OCHOBA. [laraH1HY, olile OT I'bPBU YPOK,
MHCTPYKTVpA CBOSA €MHCTBEH y4eHUK, Mankua Kammuiao Cusopu (To-
raBa IIeCTTORMILEH), ,...Ja IBPXKY /IsABaTa CU PbKA B TpPeTa MO3UIN,
61130 o ppba Ha KOpITyca Ha urynkara“. IlaraHuHYU Jbp>Kal LUTy/I-
KaTa MeXJY Iajielja ¥ IoKasasielja Ha IIMIIKaTa Ha MHCTpyMeHTa. Toit
HOJbP>KaJl LIUTY/IKaTa C paMOTO M /IsiBaTa pbka. ToBa MO/IOXKeHNe, IpK
KOETO IaJIell’bT CTabW/IN3upa UT'YIKaTa, OCUTYPABa Ha IP'bCTUTE B/
Ha cB0oOOJia — MO-IIMPOK 00XBaT 1o rpuda, Bb3MOXXHOCTHU 3a pas3TAra-
HYIS, TJIVICAHJO C'hC €IMH CBII IPBCT U IIPEeMUHABaHMsA 6e3 IOCTOsSHHA
CMsIHA Ha MO3UIIMNTE — T.H. HEO3UIOHHO cBupeHe (VImocTpanus 4).

[TaraHMHM € OCHOBONOJIO)KHMK Ha OKTABHOTO AaIlIMKATyPHO
(1-3, 2-4) pasnonoxeHyue Ha npbcTuTe BBpXy nurynkara (Oktaven-
Fingersatzes); B Tpemus kanpuc TOit U3MON3Ba e[JHOBPEMEHHO OKTaBeH
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Fingersatz u B yH1coH. B TpagunoHHaTa UUIy/IKOBA TEXHUKA I'BPBUAT
HIPBCT Ce IOCTaBA I'bPBO BBPXY I'puda, a c1ef] TOBa YeTBBPTUAT Ce pas-
tara (nmpepu [TaraHuHM), 3a Ia ce OCTUTHE NO-TO/IAMA MHTOHAIIMOHHA
CUT'YPHOCT. 3a pas/uKa oT TOBa, [laraHMHM I'bPBO MOCTABSJI YeTBBP-
TUS IP'BCT BBPXY Ipuda 1 upe3 pasTaAraHe Ha IbPBUS IP'BCT USIBIHSA-
BaJI aIUIMKATYPY B OKTABU U JIEL[VIMIL.

V3cnepBaiiky MysMKajnHaTa ecTeTMka Ha IlaraHuHM, HeropaTa
BUPTYO3HOCT U Bpb3KaTa My C TPaAMILIMATa Ha €1I0XaTa, C/lefiBa BUHATK
fla MMaMe IpefiBUJL CTIeHITe HeroBM AyMu: ,OH3M, KOMTO MCKa Ja ce
B'B3II0/I3Ba OT TailHaTa M1, TPsIOBa [a MPUTEKaBa MHTENIEKT .

Bbe Bpoumas Ilaranmum nHammcea m cBoAra Scala di Paganini
(lf'amama na Iacanunu) - XpoMaTUIHa raMa ¢ 0COOEHO CMMBOIMYHO
3HaveHue. Criopen Mmysukosnora ®unun bopep ,,Tasy rama o4eBUIHO €
MMaja 0cOOEHO 3HaYeHNe 3a BeJIVKNUA LIUTY/Iap, Thil KaTO TOM € MCKa
Jia CBbpXKe MMeTO U MMeHHO ¢ Hest (VlmrocTpanus 5). XpomarudHara
ramMa 3aeMa LIeHTPa/THO MsCTO B HeroBaTa MeTOAMKa. VIHTepBanute B
HOTyTOHOBE Ch3/IaBaT M3K/TIOUUTETHO HAIIPeXKEeHNUe VM M3PA3UTEeTHOCT.
B cucremara Ha paBHOMEPHO TeMIIepMpaH CTPOII C ABaHaeceT Oy TOo-
HOBM MHTepPBaIy TPUTOHOCHT (diabolus in musica — yBenudeHa KBapTa
M yMaJIleHa KBUHTA) pasfie/id OKTaBaTa Ha JiBe PaBHM YacTU — IIECT OT
JIBaHaJleceT MOy TOHa.

TpaguunoHHo ymorpebara Ha I'bTHaTa XpOMaTM4YHA TaMa U Ha
TPUTOHYCA € 6M/Ia CUTHO OrpaHMYeHa. [laraHMHY e IbPBUAT 3HAYUM
KOMIIO3MTOP Ha POMaHTM3Ma, KOITO M3I0/I3Ba XpOMATHKaTa KaTo OC-
HOBHO M3Pa3HO CPEACTBO — 0COOEHO Ype3 CMeNIOTO BbBEXK/IaHe Ha TPU-
TOHYyca. Tasy M3K/TIOYNTETHO M3Pa3UTE/THA U LIBeTHA XapMOHMYHA CUC-
TeMa MIMa CBOMTE KOPEeHM KaKTO B MTannaHckaTa Tpaguuus (Taprunn,
Jlokatenu, Kopenn), Taka 1 B IpeBHOTP'BLIKIS IUTATOPEIICKY TPYHIIUIL
3a 4YIC/IoBaTa XapMoHusA. VIMeHHO Tasu xpomarudHa atMmocdepa odop-
M OCHOBHUTE KOOPAIMHATY Ha MY3MKa/IHNA U3Pa3 Y MHTOHALIOHHUA
merop Ha [TarannHn.

Majko ncropudecka akTonorus, 3a aa pasbepem u 1o Jbr6o-
KM aCIeKT Ha TO3U 3BYKOB MeTOf. BbB BCUYKM ApeBHM MUTONIOTUY
CTPYHHUTE MHCTPYMEHTM Ce PasIVIeXXJaT KaTo TalHCTBEH CMMBOJ Ha
YOBEIIKOTO Ts/I0: KOPIYCHT HAa MHCTPYMEHTA ONMILIEeTBOpsiBa (pusmdec-
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Kata (opMa, CTPYHIUTE — HEPBUTE, @ My3MKAHTBT — Ayluara. Upes mo-
KOCBaHETO Ha ,HepBUTe" (CTPYHUTe), AylIaTa (My3MKaHTBT) Ch3/laBa B
CB3BYyUlNe C BCeJIeHaTa: XapMOHMATA — 3ByKa Ha TBOpeHueTo. Tasu upjes
CHOTBETCTBA Ha MUTAropeiickara xapMonus Ha cdepure. [TogobHo Ha
HyTaroperickata KOCMOJIOTMS TPUTE HMBA B IATMHCKATa YHUBEPCUTET-
CKa CpeTHOBEKOBHA IIperofiaBaTe/icka MpaKTyKa Ha AHMIumii Manmmii
Cesepun boenuii, cBbp3aHu ¢ My3nkata, ca Musica instrumentalis (pe-
aJIHO 3By4alljaTa BOKa/IHA ¥ MHCTPYMEHTa/THa My3uKa), Musica humana
(XapMOHMITa Ha YOBELIKVSI MUKPOKOCMOC — BUOPALIITE MEX/Y TSTIO
u gyua) 1 Musica mundana (XapMOHMATa Ha MaKpPOKOCMOCA — JIBYDKeE-
HIETO U MOPsI/IbKa Ha BCeeHara), MMar 00111a 0CHOBA — My3MKaTHO-Ma-
TeMaTnyeckuTe mpomopuuy: 2:1 (okrasa), 3:2 (kBUHTa), 4:3 (KBapTa) U
T.H.

OcBeH ¢ peHOMeHanMHaTa ¢y TexHMKa [laraHuHM peBpbILa K-
Ty/IKaTa B M3Pa3HO CPEICTBO Ha CBOATA HAl-IbIO0KA eMOIVIOHA/THOCT
U IMYHa MYy3uKaaHa ¢unocodus. B cBonTe M3IBIHEHNUS TOM Ce OCHO-
BaBa Ha IPUHIMIINTE Ha UTAJIMAHCKOTO O€IKAHTO, KaTO ITpUJIara:

M3K/TIOYNTETHO TIPEIM3eH KOHTPOI BBbPXY CHU/IaTa Ha 3BYKa;

e OTueT/IVBA pas3nuKa MeXAy mwrbreH ToH u flautando (¢reittos
TeMO'Bp, pe3y/ITaT OT CBUpeHe sul tasto);

® U3MOJI3BaHe Ha CBUpPeHe 011130 10 cTom4yeTo (MarepeHueTo) (sul
ponticello), k0eTo MOpa>ka AMCOHAHTHY 00ePTOHOBY eheKTH;
HOPTaMeHTO, 0cO0eHO BBpXY conoBata (G) cTpyHa;

e CIycKalja ce XpOMaTMYHA raMa, U3I'BIHEHA C eAVH U ChIIU
BUOpMpall NPBCT, BIBXHOBEHA OT TEXHMKATa Ha KOJOPATYp-
HIITE TIeBI{N.

[TaraHMHM yMeen fia Ipefiajie 4pe3 MHCTPYMEHTA CU eMOLMO-
HAJIHM CBCTOSHMS KaTo /T000BEH POMAHC, OypHa CTPacT, CBBpP3aHM
C Hall-b/I0OKY, [Ie/IMKATHY YyBCTBA — KaKTO CBET/IN, TaKa M MPAYHIL.
be3 Tasy Ba)kHa eMOI[MOHA/THA ChCTaBKa HEroBaTa My3MKa He MOXe Ja
Obfie Ha'B/IHO pasbpana. Toil 6MI MYSUKAaHT B Hali-BUCHINS CMUCHI
Ha JlyMara, B/IaJieell] IIUTY/IKaTa 10 CBOJ HeIIOBTOPUM M HENOCTVKVM
HaunH. [Ty6nmkaTa Bp3XBaisBajla HeroBaTa M3pasUTeTHOCT, BBIHYBa-
IjaTa CijIa Ha 3BYKa U 0COOEHOTO ,,e30TePUYHO Bb3/Ie/ICTBIE Ha TOHO-
BUTE ¥ UHTEPBATTHUTE MY CTPYKTYPH, OCHOBaH! Ha CBIINTE IPUHIUIIN
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KaTo 4YoBeIIKMsA I1ac. [TlaraHuHM npuiara yHuKaaeH OIPUHINAI Ha TO-
HOBO U3TPaKJaHe, IIPY KOWTO LNUTy/IKaTa MMUTUPA YOBELIKUS I71ac —
T.Hap. suonare parlante (roBopelio/paskasBallo CBUPEHE) — €IHO OT
Hajil-XapaKTepHITe Oee3y Ha HeTOBOTO U3KYCTBO.

JACHA PBbKA

Vcmopuuecka usnonHumesncka npakmuka

Manko MOHATHUS B MY3UMKaaHATa MCTOPUS Ca IPeAU3BUKBAIN
TOJIKOBA WJI€O/IOTMYECK] HATOBAPEHN U YeCTO OXKECTOUEHU JUCKYCUN,
KOJIKOTO TepPMMHBT ,UCTOpUYecKa WH(OpPMMpaHA WIIIBIHUTENCKA
npakTuka‘ B chIIHOCTTA cu Toit 0603HAUaBa CTpeMeXKa MY3UKaTHUTE
npou3BeieHNs Ja O'blaT USI'BIHABAHYU TaKa, KAaKTO ca OVIIN 3aMuCTIe-
HY OT CaMusi KOMIIO3UTOP — KOETO HpeIo/ara 3abI004eHo u3Cef-
BaHe Ype3 METONNTE Ha ICTOPUYECKOTO MY3MKO3HAHIE.

Huxono ITaranuHy pasBuBa cBOsI COOCTBEHA NHOBATMBHA TEXHM-
Ka Ha BOJieHe Ha TbKa, 6e3 1a ce cbobpassiBa ¢ yTBbPAEHUTE KOHBEHIINN
Ha ipyrute mkonu. Toit u3y4aBa UTaIMaHCKaTa My3UKa B Hail-MaJIKu-
Te U JeTaiin, Bh3IpyeMa ChIeCTBYBAIITe TEXHUKH, JOPA3BUBA TU I
KOMOMHIpa 3a0paBeHN MMOXBAaTH ChC CBOUTE COOCTBEHN BU3MOHEPCKY
KOHIIETIIINL.

[TaranuHu paskasBa Ha cBos 6uorpad IloTku cefHOTO 3a CBOsS
yunten maectpo [xakomo Kocra: ,,C ronsma pafocT cu CIIOMHAM 32
ycbpamero Ha gobpus Kocra, Ha KOrOTO He [JOCTaBsIX 0COOEHO yfO-
BOJICTBUE, T'hII KATO HETOBWTE IIPMHIUIINM YeCTO MU M3ITIEKaxa Heec-
TEeCTBEeHN U He 651X TOTOB Jia IIpyieMa HEeTOBYSI METOJ Ha BOJIeHe Ha JIbKa'.

ITaranMHM oTAaBa CBIIO BUCOKA modyuT Ha Ilmerpo Jlokare-
m (1695 - 1764), 3asBsBaiiky, 4e HeroBute 24 xanpuuu ot LArte del
Violino, om. 3 (1733) ,,My OTBOpM/IN efUH HOB CBAT OT MAEY ¥ METORM,
KOUTO IIOpajfi TIpeKajeHaTa CY TPYAHOCT HMKOTa He MOMY4MIM 3a-
cnyxeHoto npusHanue“ (mo Geraldine I. C. de Courcy, Paganini the
Genoese, 1.1, cTp. 46).

[lBaMa [pyry 3HAYMMM LATY/Iapy, OKa3any BIMsiHMe BBPXY Ila-
raaumun, ca AHtonmo Jlomm (1725 - 1802) — ummro Ilecm conamu,
om. 9 (1785) cbAbpIKaT macaXky, HalMcaHy M3LsIo 3a G-CTpyHa, Kak-
TO U TEXHUKU CbC CKopaarypa u ¢raxkoneru — u Orioct JJypaHOBCKM
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(1770 - 1834), KOJTO B M/IAIOCTTa MY I'O B/bXHOBsIBa Upe3 yrnorpebara
Ha MBKYCTBEHM ABOVIHY (pr1ajkoneTy ¥ MUIMKATO C IsiBara pbKa. [lara-
HVHI CIIOfieJIAl, Y€ VBITbIHEHNeTO Ha [lypaHOBCKM MY PasKpuIo ,Taii-
HUTe Ha BCUYKO, KOETO MOXe fia ce TocTurHe Ha ryrynkara’. (0. XK. Pe-
THC, Biographie universelle des musiciens et bibliographie générale de la
musique, bprokcen, T. I1I, 1836, cTp. 363).

JIbKkOBaTa TeXHMKA € OCHOBHO CPEICTBO 32 XYOXKeCTBEHA apTH-
Ky/Talys ¥ € He3aMeHMMa IIpU BapyMpPaHeTO Ha efjHa ¥ CbIlla My3VKaj-
Ha ¢pasa B pasHooOpasHy ¢popmn. TOYHOTO U3I'BIHEHNE HA apPTUKY-
JIAIMIOHHNTE yKa3aHus Ha [larannHu — popmupaHe Ha TOHa (OT AsACHA
PBKa), CKOPOCT Ha TbKa, TOYKa Ha KOHTAKT ¥ HATUCK BBPXY CTPYHUTE —
€ K/IIOYBT KbM pasbypaHeTo Ha O€/IKAaHTOBUSA CTUL, KOITO € B OCHOBaTa
Ha HerOBUTE KOMIIO3UIIVIN.

[TarannHM 6€3CIIOPHO € TBOpel] Ha 3BYKa B Hail-BUCIINS CMUCHIT
¥ IIPUTEXXaBa YHMUKa/IeH MHAVBMAYaIeH CTWI. ToBa, KOeTo ro OT/Im4aBa
OT OCTAaHA/IUTe LUTYIApK, € APB3KOTO M3MO/NI3BaHe HA M3K/ITIOYNTETHO
TPYZHY, a IOHAKOTA HAI'BTHO HOBU TEXHMKM, Ype3 KOUTO TOJ Ch3[aBa
Ha CIleHaTa aypa Ha FeHMaHOCT U JIMYHA U3IOBENHOCT. VI3IbTHeHneTo
MY € ApaMaTUYHO ¥ M3KIIOYNUTETHO PasHOOOpasHO, IPOYYTO C MHOTO
6bp3u U ,,CBUPENN TeMIIa ¥ IMPOK AVHAMUYEH AMAIA30H — OT efjBa
nonosuMo flautando no Morsuo, Hocewo ce fortissimo. OcBeH obyyaii-
HUTe 3a LIUTy/IKaTa TeMOPOBY Garpy Toil MOCTUTA HIOAHCH, O/IM3KN 10
IPUPOIHM 3BYLM — [leeHe Ha NITUIM, [IeCEHTa Ha C/laBes, MPasHUYeH
3BbH Ha KaMbaHu. XapakTepeH 6esier B CTU/IA MY € PO B/DKUTETHOTO
M3I0/I3BaHe Ha ABOVHY (rraxkoneTy (B KBMHTA, KBapTa U Tepla), KOUTO
IpyUiaBaT Ha 3ByKa KPYUCTaTHA YUCTOTA M MUCTUYHOCT. [laraHNHM BrTa-
Jiee 1O ChBBPIICHCTBO ChYeTABAHETO HA IPKOBY LIPUXM C MUIMKATO Ha
JsIBaTa pbKa — TEXHMKA, KOSITO TOIl pasBMBa O aOCOMIOTHA BUPTYO3-
HocT. HlpuxbT Staccato cpio 3aemMa LEHTPATHO MACTO B M3PA3HUTE MY
CPeZCTBa U Ce UBIIBIHABA C MSK/TIOYMTETHA IPeLIN3HOCT.

»IlaraHMHM CBUpellle BCMYKM NTACaXKM B CTAKaTO B CpeJjHATA YacT
Ha JTBbKa, PAJIKO 3aIl0YBallle OT BbpXa; XBbpJIALIE OT BUCOKO JI'bKa BBPXY
CTPYHMTE M TOJI, TAHIIYBailKM, OTCKa4allle Harope 1 Hafony... VI3mui-
HsBAllle II'b/IHM, SICHO APTUKY/IMPAHM apIEXM C II0-MAJIKO OT IIO/IOBU-
Hara b/DKuHa Ha rbKa. (Kapn I'yp)
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[TaraHMHYM IBP>KN JACHATA P'BKA M JI'bKA O/IM30 JIO TATIOTO U CBU-
p¥ IpeiIMHO B TOPHATa MY IIOJIOBMHA. ToBa 00sCHsBA 3aI1l0 B HETOBY-
Te OPUTMHA/IHY LIPYXY 4eCTO ay(PTaKTH Ce MSIIBIHABAT B IIOCOKA K'BM
BbpXa I IOJYepTaHy, CYJIHM BpeMeHa B IIOCOKA Ha JI'bKa K'bM JkabKara.
(MnrocTpanus 6)

B nmucmo nHa Bunxenm Ilnastep po Jlyuc nop (17 cenremBpn
1829) yereMm: ,, Temara Ha afa’kMOTO TOIl BMHATK 3aII0YBAIlE C IIOCOKA
Ha JTbKa K'BM BbpXa — JJOKa3aTe/ICTBO, Ue He ce CbobpassaBa ¢ 00I[onpu-
€TUTe HaBUIU. BbIpeku MHOXXeCTBOTO TPUECETUBTOPUHM U ILECTHE-
CEeTUYETBBPTUHI HOTY, HMKOTA He ChM YyBaJl HAKOM Jia CBUPY C TaKaBa
CTPOTOCT U PUTBM .

PUTHBM

Kakro e 13BeCTHO, TEMIIOTO Ce OIpefeNsi OT MHOXeCTBO (pakTo-
pM — aKyCTMKaTa Ha 3aj1aTa, XapaKTePUCTUKNUTE Ha M3ION3BaHMUA UH-
CTPYMEHT, KaKTO I MOMEHTHOTO €MOLIMOHA/IHO yCelljaHe Ha U3II'bIHNU-
TesA. MHOro 4ecTo yKasaHMETO 3a TeMIIO He Ce OTHACH CaMo 0 CKO-
POCTTa, a I0-CKOPO JI0 HACTPOEHNETO, XapaKTepa U AyXa Ha My3MKaTa.

»[aKTOBUAT pa3Mep Ch3flaBa MEJIOAVATA: CTIeJOBATE/THO TOIL € 1y-
mara Ha Mysukara.” (Jleommong Monapr)

3HaveHMeTo, KoeTo [laraHMHM OTAaBa Ha CTPOTOTO C/IefiBaHe Ha
MeTpO PUTMMYHATA CTPYKTypa, MOXKEe ACHO Jja Ce BUJY B pasHOOOpa-
3MeTO Ha HErOBUTE TEMIIOBM O3HAYeHNUs — OT TpajuLMoHHMTe Lento,
Andante, Moderato 5o 110-HeOOMYaiiHY U ITOETUYHY OIIpefie/IeHNs KaTo
Posato, Amoroso, Maestoso, Marcato, Agitato, Minuetto alla Spagnola
wnu alla Marsigliese, Adagio seducemente, Corrente con motteggio.

[TaraHmHM 61T MaiCTOp Ha M3Pa3UTENHOTO tempo rubato, koeTo
Ipuiara caMo BBpXy oTAenHM ¢pasy, 6e3 ga HapyluaBa oOMs IIy/IC
Ha IIPOM3BeJIeHNETO. B paMKuTe Ha HErOBYA OPUTMHAJIEH U USK/TIOUU-
Te/THO M300peTaTe/IeH CTIII, IIPELM3HOCTTa Ha TEMIIOTO UTpae pelraBa-
ma posns 3a edexra Ha u3HeHaza u adekTa. V Bce mak MOYTH BCUIKU
CHBPEMEHHN CBUJIETENICTBA TIOAYEPTABAT CTPOTOTO MY IPUBp)KaHe
KBM METPOTO: ... [JOpM B Hall-TPy[JHUTE MacaXM TOM He HapyllaBa
MeTpUYHATa CTPYKTYpa... OcTaBa HAII'b/THO BEPEH Ha PUTHMA U HUKO-
ra He IIpaBy HUILO, KOETO 6u Mor/Io Aa Hapyiu Merpyma. To3u 3akoH,
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KOJVITO TOI CAAKAIll MHTYUTHMBHO CIIa3Ba, ajied He OTpaHMYaBa HErOBUA
ycTpeM, a My IpufiaBa CIOKONCTBUe M CBeXXa >KuaHeHOCT  [VIMBEP
IO JTADAJIEK, 1830].

. TOVI TIpUTEXXaBa U3K/TIOYNTETHA SICHOTA [IPU M3II'B/IHEHME Ha
crmabuTe BpeMeHa B TaKTa B Hail-Obp3uTe U TeMIIa, 6e3 1a M3MeHs pu-
TbMa... [KAPJITVYP: 1829]

B HeroBoTo TeaTpasHO U3KYCTBO Ce OTKPMBA CMEC OT JeMOHUYHNU
Yl QHTEJICKM 4epTH, 0OejHEeHN TI0f] 3HaKa Ha 6e3MepHa, paHTACTUYHA
BUPTYO3HOCT, KOSITO Ype3 CBOATA HeOOMYATHOCT CAKALI Bb3pax/a 6a-
POKOBITE KaTeropui Ha yAMB/IeHMe U1 6/TarOrOBeHMe.

3AK/IIOYEHUE

Paborara ¢ HaJie)X[THO HOTHO M3fjaHMe Ha ef{HA KOMIIO3UIIV He e
IIPOCTO MaJI'BK AETANT; TS € OT CBIIeCTBEHO 3HAaUeHNe KaKTO 3a U3II'B/I-
HITe/Is, TaKa U 3a CIIyIIaTess, 3a ja pa3bepar Mysukara. 3Byun abCcypa-
HO, HO 6e3 [T03HaBaHe Ha CIelMa/HUTe MeToAM Ha [laraHnHY 3a BofieHe
Ha JI'bKa € HeBb3MOXKHO Jja Ce paszbepaT OpUrnHaIHuTe My Qpasu — TONI-
KOBa CHBBPIIEHO Ga/TaHCUPaHY, IOTMYHO U3TPaJleHN U SICHU B HETOBU-
Te ppKonucu. 3aadaTa Ha ef[yIH PeJaKTop € [ja IIPEMIOKY BepcusATa Ha
KOMIIO3MTOpPa, MM BB3MOXXHO Hail-67113Ka [I0 Hesl, KaTo MpeoCcTaBy
nHpopMaIya 3a BCUYKM CBBP3aHM M3TOYHUIY, U CJIE[| TOBA Jja OCTa-
BJI MHTEPIIPETATOPUTE CaMJ fla PellaT KaK fja Ipofb/DKar. Pasbupa ce,
IO Ce OTHACs {0 BOJieHe Ha /I'bKa U aIUIMKATypaTa — Te ca CaMo Bb3-
MOXXHJ pellleHNs. A3 CaMyST CbM M3TOTBSUI HAKOMKO Urtext M3gaHust
¥ TIO TIPMHIIVII IOYTY HUKOTA He CIeBaM COOCTBEHMTE CU IpPefIoKe-
HYA. VI3IIBITHUTEAT TPsi6Ba 1a 6b/ie CBOJ COOCTBEH PEaKTOp — TOBA €
4acT OT TOBA fia O'bell MHTepIIpeTaTop, MysukaHT. Ho uscienBanusra,
ocHOBaHM Ha MeTopuTe Ha [Taranuum, kakTo n Urtext u3gaHusTa, ca
a6COMIOTHO HEOOXOAVMY — TaKa KaKTO BCUYKY IIPABST IPY HOATOTOB-
KaTa Ha IpousBefeHus oT MoljapT, beToBeH 1 MHOTO pyry BeluKH,
IpeSMHO HeMcKy Komnosutopu. (Mmroctpaumys 7)

Mororo Ha Hukono Ilaranuuu — Suonare parlante (ja cBupui,
paskasBaiiki) — Hall-I'bIHO 0600611aBa HeroBara GUIOCOPM: 3BYKBT
Tps16Ba Ia rOBOPM KaTO YOBEILIKM I7IaC, a AuiIa 1 aa Hocu adekr. [Tara-
HVHM M3I10/13Ba I'bBKABO TEMIIO, M3Pa3UTeNHN rubato 1 M3K/IIOIUTETHO
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buHY IMHAMMYHY HIOAHCK — OT npu3pavHo flautando fo excripecuBHO
fortissimo — MpeBp'bIANIKM INUTY/IKATa B IIaC HA YOBEIIKaTa AyIa. Toi
He € caMO BUPTYO03, a pepOpMaTOp Ha My3MKa/JTHOTO MucieHe. HeroBu-
AT IOJXO0J, K'bM M3KYCTBOTO IIpefiBelljaBa MOAepHATa KOHIEII M 3a VH-
TepIpeTalusATa KaTo aKT Ha Cb3HaHMe, B KOWTO TeXHUKATA € He CaMo-
1eJI, a BT KbM JYXOBHOTO IpexuBsaBaHe. He e cry4aitHO [b160KOTO
My BIUAHNE BbPXY IJIeAA OT BeIMKY HEMCKI 1 eBPOIEiCKY KOMIIO3M-
topu — cpep Tsx Pobepr llyman, @penepuk Hlonen, ®ennkc Menpen-
con-baprongu, Extop bepnnos u @panyy JIuct. Bcuuku Te, JOKOCBaiku
ce IO MarusATa Ha HeroBus FeHMII 1 BI'bXHOBEHN OT aypaTa Ha apTHUCTa,
ce MOTAIlAT B CBeTa HA pOMaHTM3Ma M Cb3[aBaT CBOWTE HEIIOBTOPUMMU
menboBpyu. Mysykara Ha [laranuHN 11 Ha HETOBUTE TOC/IEOBATENN OC-
TaBa BEYHO HAC/IE[CTBO — 4acT OT 3/IaTHAaTa CbKPOBMIIHNIIA Ha €BPO-
HeicKaTa Ky/lITypa 1 >KMBO JOKA3aTelCTBO, Y€ BCAKA HOTA € CAKPA/IHO
CJI0BO, a BCAKO CaKPa/IHO CJIOBO — MY3MKa.
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NHTEPMPETALUNOHHW MOAXOAU MNPU
N3rPAXXAAHETO HA OBPA3A HA CEBUHA
B OMEPATA ,AETO 893" HA
MAPALLUKEB XAAXWEB, BbPXY APUATA
HATEPOUHATA OT 1l KAPTUHA

MAPUS YABIAPOBA-KIVPOBA!

INTERPRETATIVE APPROACHES TO
THE CONSTRUCTION OF THE CHARACTER OF SEVINA
IN PARASHKEV HADJIEV'S OPERA “LETO 893," BASED
ON THE HEROINE'S ARIA FROM ACT Ill

MARIA CHAVDAROVA-KIROVA?

Pe3tome: HacrosmumaATt foknay ce pokycupa BbpXy MHTepIpeTa-
L[VIOHHNTE TIOfIXOAM IpM M3TpaXlaHeTo Ha oOpa3a Ha CeBUHa B
omnepara ,,/leto 893“ Ha [TapamkeB Xa/pkueB 1 Haii-Bede B apu-
ara 1 ot 11l xapruna. IlpocnensaBar ce u ce aHaMM3UPAT eTAN-
Te, IIpe3 KOUTO IpeMUHaBa U3I'BIHUTENAT B paboTaTa CU BBp-
Xy ponATa INOCPEACTBOM KPAaTbK MY3MKaTHO-[paMaTyprudeH U
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Maria Chavdarova-Kirova. Doctoral student, Vocal Faculty of the National
Music Academy “Prof. Pancho Vladigerov”, scientific supervisor prof. Emilia
Kolarova, PhD; e-mail: m.t.chavdarova@abv.bg
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BOKaJIeH aHa/IN3 BbPXY TO3M IPefiICTaBUTENEeH MY3UKaJIeH OTKbC.
LlenuTe Ha HabOMOAEHNATA ca [ja Ce BHUKHE B JB/IOOYNHA B IICK-
XOJIOTMYeCKUTe XapaKTepPUCTUKM Ha IIePCOHAXKa; fla ce Iocoyar
Ipeu3BUKaTe/ICTBaTa Py MHTepIpeTalyATa BbB BOKAIHO U
aKTbOPCKO OoTHOLIeHMe. IIpefcTaBAT ce HACOKM 3a TAXHOTO pe-
meHye. 3a OChILIECTBABaHE HA IIOCTAaBEHNTE 33/jauyl ce Ipusara
aHa/IMTUYEH NMOAXOf. BKIIoueHN ca MHTepIpPeTallIOHHN TBHIKY-
BaH!A Ha aBTOPUTETHU M3I'BIIHUTENM Ha porATa. B mokmama ca
IPUIOXKeHV HOTHM IIPUMepH 3a IIOCOYEHNTe MY3UKaTHU HAOMIo-
HeHUA.

Knouoeu 0ymu: nHTEpIIpeTallIOHHN TIOAXOAN, ,,JIeTo 893 my-
3MKaJIHO-JPaMaTypru4eH ¥ BOKajleH aHanus, [lapamkes Xamku-
eB, CeBuHa

Abstract: The present paper focuses on interpretative approach-
es to the characterisation of Sevina in Parashkev Hadjiev’s opera
“Leto 893", with particular reference to her Scene III aria. The
stages that the performer goes through in their interpretative
work on the character are examined through brief musical-dram-
aturgical analysis based on this representative musical excerpt.
The overarching objectives of the observations are twofold: firstly,
to gain a comprehensive understanding of the psychological in-
tricacies that define the character; and secondly, to identify and
highlight the challenges encountered during the vocal and dra-
matic interpretation. Directions for solving them are presented.
The accomplishment of assigned tasks is contingent upon the
implementation of an analytical approach. Interpretations of au-
thoritative performers of the role are included. The paper employs
musical illustrations to support the aforementioned observations.

Keywords: interpretative approaches, ,Leto 893", musical-
dramaturgical and vocal analysis, Parashkev Hadjiev, Sevina
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»Jleto 893 (1973 1.) e rppBaTa, B XpPOHOJIOTMYEH Pell, CPef TpUTe
ucropuyecku onepu Ha Ilapamkes XafKues, IocieBaHa oOT ,,Mapus
Necucnapa“ (1978 ) u ,,Voanuc Pexc wmn xydero Moan* (1981 r.). JTu-
6peroro e peno Ha mucarens baH4o baHOB, KOMTO pasrpblia CloXeTa
OKOJIO efIVH OT Hail-IpKUTe MOMEHTM OT O'b/IFaAPCKOTO MUHAJIO — BCT'BII-
BaHeTo Ha I1ap CuMeoH Ha BracT npes IX Bek. [TbpBoTO N3IIbIHEHNE Ha
»Jleto 893“ ce cbcrom Ha 26 Mapt 1973 T. 1 e mpesicTaBeHO OT Pycen-
cKara ollepa B paMKuTe Ha ecTuBana , MapTeHCKM MY3UKaTHU THU
¢ nupureHT Pomeo PaitueB u pexxucbop Credan Tpudonos. B ponsara
Ha CesnHa e Credxa EBcraruesa. [[IABJIOB 1992] Omnepara BkiouBa
9 KapTVHM, B KOUTO 32 OCHOBA Ce M3IIO/I3Ba VICTOPUYECKO CHOUTHE, B
KOeTO Ce BIUINTAT HOBM XyHOXKeCTBEHN IepcoHaXy u cutyaunn. Oc-
HOBHM JIeJICTBAIIM JIMIA B ollepara ca ObarapckusaT Kuas bopuc-Mu-
Xan, HeroBuTe cHOBe Bragumup-Pacare (cbe cppyrata cu Epmmapa)
u CumeoH (c HeroBara Bb3mo6eHa Cesnna). [CATAEB 1983: 1147-1148]
Oco6eHO OTKpOsIBAILY Ca KOHTPACTUTE HAa Pas/IM4YHM PaBHMUINA IIO OT-
HOIIIeH)e Ha IBeTe [IBONKM NepcoHaxy: CumeoH — Bragummnp-Pacare,
Cesnna n Epmnapa. KirouoBa AByoKela poss 3a JpaMaTypruyHOTO
pasBUTHE Ha Ollepara 3aeMar ABaTa XKEHCKM oOpasa: TO3M Ha MJIajara
JieBOJiKa, M06rMa Ha YepHopuselna, 1 TO3M Ha BIACTHATa CBIPYyra Ha
KH3a, IIPOBB3IVIACUIL Ce 32 ,XaH . Tyk HabIoflaBaMe IIPOTUBOINOCTA-
BsIHE KAaKTO IIO XapaKTep U YOeXXIeHus, TaKa U BbB BOKA/JIHO U MY3U-
Ka/THO-JI[paMaTypriyHo oTHouleHue. [Tapamkes Xamkyes usmbisa o6-
pasa Ha He)XHaTa U ienKaTtHa CeBIMHA C TMPUYHO 3BY4eHe I CBET/INHA
[IOpM B Hall-ApaMaTMYHUTE MOMEHTHU 3a IePCOHaXa, JOKATO 00pasbT
Ha EpMuapa e mponuT ¢ HeyCTOIYMBOCT, pe3Ky IIPOMeHN U KorebaHus,
VHTEHSUTET U [PaMaTU3bM.

PaboTara BbpXy MHTepIpeTaLuATa HA IJIABHNUTE KEHCKY 00pasn
B MCTOpMYecKnTe orepu Ha [lapamkes XaKues OCTaBs pefyIia 3a/a-
yy. CpeJ; OCHOBHUTE ca:

1. mpoy4YBaHe Ha ICTOpMYECKAaTa eI0Xa;

2. BHMKBaHe B paMaTypru4HuTe 0COOGHOCTY Ha TBOpOaTa;

3. aHa/IM3 Ha >XKAaHPOBATa XapaKTePHOCT Ha BOKA/IHNUTE IapTUN,
TEXHIs CTPYKTYPEH U IIpoLiecyasieH aHajIN3;

4. HaO/IOZieH e Ha BP'b3KaTa MeXX/Iy TEKCTOBATa Y My3MKajIHa 13-
PasHOCT;
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5. porst Ha popMOOOpa3yBaLINTE eTIEMEHT;

6. M3BOAM 32 0COOEHOCTNUTE Ha MY3MKa/lHUA e3uK Ha [lapamuikeB
XagKueB;

7. BOKQ/THO-M3II'B/IHUTENICKOTO MAiiCTOPCTBO ¥ aKThOpPCKa pabo-
Ta — BHUKBAHe B IICUXO/IOTUATA HA XEHCKUTE 00pasu U crieupuaHnTe
PEXMCbOPCKY pelIeHN .

VHTepnpeTannsTa Ha AafieH 06pas cjiefiBa HAKOM OCHOBHY CT'BII-
KI, TIpe3 KOUTO € HeOOXOMMO JIa IpeMMHe M3IbIHUTeNnAT. B Tabmu-
1a 1 ca mpepicTaBeHy eTamyTe Ha 3all03HaBaHe, pasyyaBaHe U U3TPasK-
JlaHe Ha 0Opa3a B TAXHATa OC/IeOBATETHOCT.

Ta6n. 1 Emanu Ha 3ano3nasare, pazyuasaxe
u uszpaxcoare Ha 06pasa

Eran I: mogroroBka. | 3amosHaBaHe ¢ TBOp6ara — UCTOPUYECKU
00CTOSITENCTBA, CIOXKET U TUOPETO

Eramn II: camocros- PasyuyaBaHe 110 KTaBUPHO U3BJIeYEHNE HA
TeJIHA IpefiBapuTeN- | IiA/1aTa MapTus, aHa/IN3 10 IAPTUTYPa C
Ha pabora. OPKECTPOB 3aIMC

Eram III: cpipmuckn. | PaboTa ¢ peXX1uchop, JUPUTEHT 1 KOPeIeTy-
TOp CIIOpefi U3UCKBaHMATA Ha KOHKpEeTHATa
IOCTaHOBKA

Eran I'V: punanen. O60611eHNe Ha HAOMIOEHNATA Y IPAKTH-
KaTa ¥ JOCTUTaHe 0 QMHATHUA Pe3y/ITaT B
MSTPa>KIAAHeTO Ha IIepCOHaXKa

Eran I: moproroBka. 3amosHaBaHe ¢ TBOpOara — MCTOPMYECKMN
00CTOSITENICTBA, CIOXKET U TUOPeTO.

bu cnenBao, npenn ga HOAXOAY K'bM paboTara II0 padydyaBaHe Ha
MY3UKaTHMS MaTepyasl, M3I'BIHUTEIAT [ja Ce 3alI03Hae CbC CBOSI I1epCo-
HAXK, Pa3IIeX/JAKU CIOKeTa 1 TMOPETOTO Ha Olepara; ThPCeKu Ma-
TepMaM 3a UCTOPUYECKATa PeaTHOCT, B KOATO Ce PasBUBa AEICTBIETO
Ha orepaTa (M3K/TIOYNTETHO BaXKHO YC/IOBME, KOTaTO TOBOPUM MMEHHO
3a ICTOpMYeCKY IpousBeieHns1). ToBa cBoeoOpasHO NPOyUBaHe e 110-
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MOTHE 33 M3TPa>K/JaHETO Ha MIEHTMYHOCTTA ¥ JOCTOBEPHOTO IIPECh3-
JaBaHe Ha IIEpCOHa’Ka B C/IeBAIIIUTE €TAIIN.

Eran II: camocrosATenHa npefBapuTenHa pabora. PasyyaBane 1o
K/IaBMPHO M3BJ/IeYeHNe Ha Lisi/laTa MapTus, CIYXOB aHa/n3 C MapTUTypa
Ha OPKECTPOB 3aIlVC.

Crnep, KaTto ca BB3HUKHAIM OIpefie/leHN HAOIOfieHNs, TOC/IeN-
Ball[Y NPEAXONHMUsS eTal, MSII'BIHUTENAT IpeMuHaBa KbM paboTra
MY3MKa/JIHUsI MaTepuasl IOCPEeICTBOM CaMOCTOSTETHO pasydyaBaHe Ha
MapTUATa CU OT KJIaBMPHO M3BJI€4YeHNe U MMAPTUTYPaA, a BIOCNIECTBIE
U 4pe3 paboTa ¢ KoperneTuTop. My3MKa/JHUAT aHAIM3 U BHUKBAHETO
B 0COOEHOCTMTE Ha )KaHPOBAaTa XapaKTEPHOCT ¥ IICUXO/MIOTMATA Ha 00-
pasa ca OT M3K/IIOUMTETHO 3HaUeHe 3a ocleABanaTa pabora. Koraro
TO3J OCHOBEH TPY]] € IIOJIOXKEH, MOXKeM Jja IPUCT'BIIMM K'bM CrlefiBalliaTa
CTBIIKA.

Eran III: cpimucku. PaboTta ¢ peXXucbop, AUPUTEHT CIIOpeN U3-
MCKBaHMATA Ha KOHKpPeTHaTa IOCTaHOBKa.

[IprcThIBaHETO KBM paboTa C PeXUChOP U JUPUTEHT M3UCKBA
OesymnpeyHa IpefBapuUTeNHA ¥ CAMOCTOATENTHA MOATOTOBKA. TyK Ie
O'bfle TOCTaBeH MU3aHCIEH, Ile 6bAAT IT0COYeHN MY3MKaIHU U ApaMa-
TYpPrUYHY 33a/la4ll ¥ M3VICKBaHNA BbPXY Beue pasydyeHaTa OT U3II'bIHMU-
Te/Ist TBOpOA, KOMUTO IIie M3rPafiAT 00/IMKa Ha IIOCTaHOBKATA.

Eran IV: ¢punanen. O6o61eHne Ha HaOMIOEHNATA U IIPAKTUKATA
U JOCTUTaHe KpaliHu BUJ, Ha XapaKTepa Ha IIepCoHaXa.

I[TpouecsT 1o msrpa)kflaHe Ha obpasza KpUCTanusyupa ¢ MOC/IeN-
HAaTa CTBIKA, B KOATO apTUCTBT 00EMHABA CBOUTE COOCTBEHN JJOCTH-
JKEeHMsI C IPUAOOUTHUTE OT paboTaTa My C peXXUCbOpa U JUPUTEHTa Ha
KOHKpeTHaTa II0CTAHOBKA. Taka M3rpajieHIAT 06pa3 uMa BCUYKY He06-
XOAVIMM NIPEATIOCTaBKY fia O'bjie II'b/THOLIEHHO IPech3/ia/ieH.

B ucropnyecku nnan KHA3 bopuc I u cunpr my CumeoH ca ns-
K/TIOUUTETHO BaKHY Purypy. CHITHO paslo3HaBaeM e ¥ I'bPBOPOTHUAT
My cuH Bragumup-Pacare, He6e3u3BecTeH CbC CBOSITa IPUBBP3AHOCT
K'bM CTaparta BApa, JOBe/a 10 HelleKoTo peuleHye Ha bopuc I Muxann
fia TO IeTPOHMpa U [ja TOCTAaBM Ha B/IACT MO-MaIKMA CU CUH.

B cioxeTa Ha onepara ca IIOCTaBEeH! [JBa OCHOBHI >K€HCKM IIepCo-
Ha’ka: Te3y Ha O/1M3KUTe JI0 ABaMaTa OpaTs >keHM — KHATuHATa Epmu-
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apa 1 maziata CeBMHa, BCAKA CIOAEIA XUTENCKIUTE yOeXKIeHNs Ha
CBOSI U30paHIUK.

CeBrHa e mpuieps Ha 6omspuna Jomera. Miajjata neBoiika e
BmoOeHa B CYMeOH U 4yBCTBaTa M ca crofienienn. O6pasbT e U3I'b/IHEH
CbC CBET/IVMHA, HEBUHHOCT ¥ 4MCTOTA. [loBepuMBa U >KepTBOTOTOBHA,
CeBrHa IpuTeXaBa HOCTOMHCTBA U MOPAJI, OJIMIETBOPSBAILY BUCOKA
LIeHHOCTHA c1cTeMa. Excrosunumsara Ha o6pasa Bb3HMKBA B HAYATIOTO
Ha TpeTa KapTUHA, B KOATO Ts € 3a00MKO/IeHa OT TpyIa feBoiKu. Tsax-
HaTa [eceH pasKasBa 3a M3TPABAIOTO CTBHIlE, KOETO IPOTOHBA THM-
HyHata. [TeceHTa e M3II'b/IHEHA C HAIeKA Y CBET/INHA, B YHVICOH C Jy-
IIEBHOCTTA Ha MJIajjaTa >keHa. [Iou4Ty MUTHOBEHO CJlef] ITeceHTa CIIOKOIi-
crBuero Ha CeBuHa 61Ba HapyiieHo. CBoeoOpasHa 3aBpb3Ka Ha ChOU-
THUSATA 3all04Ba C PAa3roBOpa Ha JieBoiiKaTa ¢ Oamja M — 6onspuHa [lo-
Meta. Toit cbpOyX/ja HeTHNUTE IPUTECHEHMs C BECTTA 3a ONACHOCTUTE,
CBHITBTCTBAILY Jle/laTa Ha HeilHus MobuM. Bede pasTpeBoskena, CeBrHa
ce cpema ¢bc CYMeOH 1M My pa3KpuBa IIOYTH IIPOPOYECK IPeIyBCT-
Bus. Te ca mpeficTaBeHY Upes HellHATa roIsiMa apus. B Hes repouHsTa
paskpuBa ABIO0OYMHATA Ha CBOSTA AYILIAa U APAaMaTMYHOCTTA Ha CBOS
Ha IIP'BB IOIVIEN YMCTO JIMPUYeH IepcoHax. PasBurtuero Ha obpasa ce
npociensBa mpu cpemjara Ha CeBrHa ¢ Epmuapa, fpyrus BaxkeH >KeH-
CKJ IIEPCOHAX B OIlepara.

KynmunanusaTta Ha obpasa B ApaMaTypruyHO OTHOLIEHME ce
OCBILECTBSBA B IleTa KAPTIHA, @ IMEHHO IIPYU CpelllaTa Ha JieBolKara ¢
Bragumup-Pacare. CeBrHa skepTBa cebe Cit 11 Ce OT/jaBa Ha BIafieTeNst B
MIMETO Ha CIIACEHMETO Ha CBOsI M00uM. BriocencTBue 151 e nsnpareHa B
MaHacTup oT CUMeOH.

PasBpb3kara 3a cpp0aTa Ha repoOMHSITA UABA C IOC/IEHATA U ca-
MO>KepTBa 3a HeHM TI00MM, KaTo To criacsBa OT ocTpueTo Ha Epmua-
pa, IpMeMariKy ro CbC CBOUTE COOCTBEHY I'bPAiYl BbB (PMHATHATA [ieBeTa
KapTUHa.

BB BOKa/IHO OTHOIIEHNE IAPTHATA € HallUCaHa YHOOHO 3a IeBe-
112, KOEeTO e XapaKTepHo 3a ctuia Ha [TapamkeB Xamxkues. Tecurypa-
Ta Ha apuATa OT TPeTa KapTUHA e PasIoIoKeHa IIPeVIMHO B CPefieH U
[IPEXOJieH PEerMCThpP Ha COmpaHoBus I1ac, d! mo b2, kato psigko ce goc-
TUTa JIO TIPEfeTHN BUCOYMHM B KY/IMMHAIVIOHHITE MOMEHTH Ha MY3U-
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Ka/IHUTe HoMepa. Ta3u TecuTypa u XapakTep s IPaBAT U3KIIOYITETHO
MOZ[XOISIIA 3 IMPUY€EH VU CIIMHTOB COIPAHOB I71aC, KOUTO ChYeTaBaT
Bb3MOYXHOCTHUTE 32 JPAMAaTUYHO 3BydeHe ¢ pMHUS U HeXXeH NMupudeH
TeMOBp. VIsmbnHnTeNnKNTE Ha MapTHsATa Tansa Jlasaposa u [Januena Ka-
parBaHOBa OTBBPK/ABAT, Y€ BOKATHO-TEXHIYECKY POJIATA He € TPYA-
Ha 3a M3II'b/IHEHNe, HO M3VUCKBa OT/IYHO HIOAHCYPaHe IIOPafiyt KOMILIN-
LVPAaHOCTTA Ha YyBCTBATa, KOUTO M3II'bIHNUTeNKaTa Ha CeB1HA e He00-
xopymo ja uspasu. [YABJAPOBA-KIVIPOBA 2024]

Taus JlasapoBa crofesns, 4e ,,XaJKieB € MO3HABa/l U3K/TIOYN-
TETHO [00pe MeBYeCKNTe Bh3MOKHOCTY ¥ CU/THU CTPAaHY Ha COIpPaHa.
B maptuute My HsMa IpefieHN BUCOYMHU WM IPYTU OOCTOSTENCTBA,
Kouto 6uxa sarpyguuau msnbaaurenute‘ [YABIJAPOBA-KIVPOBA
2024]. B Ta3u Bpb3Ka KOMIIO3UTOP'BT € 3a/I0XKNJI COMM/IHA IPeIIOCTaB-
Ka MSII'BITHUTEKATA CIIOKOMHO U I'HTHOIIEHHO JIa C€ HACOYM K'bM WH-
TepIpeTaluATa Ha cBOA 00pa3. VIMeHHO My3UKa/THO-IpaMaTypruyHaTa
M BOKAaJIHaTa MHTEPIPeTaIys ca Te3W, KOUTO YCTIOXKHABAT IPeNCTa-
BsIHETO Ha nepcoHaxka. Cropep conucrkara Ha [IbpxxaBHa omepa Pyce
Hannena KapanBaHoBa (M3IbIHMUTeNKa Ha ponsATa Ha CeBUHA) ,BCSIKA
KapTMHA M3UCKBa 1 TeMOPOBa UTpa: TMPUKA, [PAMATI3BM, T€POU3BM,
gycrota“ [YABJAPOBA-KIVIPOBA 2024]. HanctnHa Tyk gyHaMmdec-
KaTa 1 TeMOpOBa paboTa C I71aca € OT OCHOBHO 3HaveHme. [Topaau nmu-
caTa Ha MCTOPUYECK!U CBEJeHMS 3a CBIIECTBYBAaHETO HA TaKaBa JIMY-
HOCT, MOXXeM Ja Kareropusupame CeBMHA KaTO XY[OXKECTBEH IEPCO-
HAX, Cb3hajieH oT nmubperucra. Ts e 60raT Ha MOJIOKUTETHN KauecTBa
HepPCOHAX, HOCKUTETT Ha BUCOKM LIeHHOCTH! U Jobpopeteny. Karo takpB
TSI THPCU TIOJOOHO OTHOIIIEHME 1 KaYeCTBA BbB BCUYKM, BKITIOYMTETHO
U B XUTpaTa M OTMbCTUTeIHAa EpMuapa, KOsTO e HeMH IT'bjIeH aHTUIIOZ.
Cpeq OCHOBHUTE Ka4eCTBa, C KOUTO IIO-TOPE MOCOYEHNTE USII'BITHUTEN-
KM XapakTepusupar obpasa Ha CeBuMHA B aHKeTaTa, ca MMEHHO Te3M —
YJCTOTa, HAVBHOCT, IPEJaHOCT, )XKePTBOTOTOBHOCT. PasBuTneTo Ha 06-
pasa e MHOTO AMHAMUYHO U IpefIIoara M3K/IYNTEeTHO YMena 1 Lin-
POKOOOXBaTHa MY3MKaTHO-IpaMaTypruyHa uHrepuperanusa. Cbcros-
HUATA Y KaTap31ca, Ipe3 KOUTO FepPOMHATA IPeMIHAaBa, O1xa MOI/IN fia
JIOCTUTHAT [I0 3PUTEs eAMHCTBEHO Ype3 CUIHA [IeBYeCKa U aKThbOPCKa
UTpa ¥ HIOAHCUPAHE.
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O6pasbr Ha CeBMHA € OT M3K/TIOUNTETHO 3HAYEHNe 3a CIOXKETHO-
TO JIENICTBUE — TA € Ta3M, KOATO HEBOJIHO JjaBa TAachK Ha CUMEOH fia
IpefIpyeMe IeiiCTBIA U CBOEBPEMEHHO Jja Ce M3IIPaBMU Cpely OpaT cu.
Tparuynara cbpgba Ha repouHATa U MOOOBTA U € NpeJHauYepTaHa Ollle
OT apuATa B TpeTa KapTUHA, KOTaTo Ts CIOAe/A 6e3IOKONICTBOTO CHL.
JiMeHHO TOBa IIPaBy TO3M MYy3MKaJieH HOMep TO/IKOBA 3HAYMM KaKTO 3a
HOC/IefIBAIlIOTO PasBMUTHE Ha 00pasa, TaKa 1 3a TOBA Ha IA/IOTO IIPOM3-
BeJieHIe.

Apusarta Ha CeBuMHA OT TpeTa KapTMHA INPENCTAB/IABA €UH OT
Hall-IpKNUTe U II'bIHOLEHHO PasKpMBAILV CHIITHOCTTA HA IEPCOHAXKa
MY3MKaTH/ MOMEHTHU. B KOHTeKcTa Ha CIO)KeTHOTO Pa3BUTHE HA IIPO-
U3BeJIeHNeTO TO3) pparMeHT IIPUTEXaBa KIII0Y0Ba PyHKINA 3a ApaMa-
TyprU4YHaTa 3aBpb3Ka. TeKCTBT Ha apysATa IpeCTaBsa KOHTPACTHY eMO-
LMY — PAfiOCT OT Cpelara C T00MMIS, HO U HeOOACHUM, CMpassBalll
CTpax U JIOLIN IpefuyBCTBIA. brxme Moriu ga 060co6uM Tpu enuso-
71, KOMTO IpeThpIABAT Tpafialiyisl IO OTHOIIEH)Ee Ha eMOLMOHA/IHATa
HacurteHOCT. [IpencraBenn ca B Tabnuia 2.

Tabn. 2 AHanu3 Ha mekcma Ha ApUAMa no enu3oou

,»3all0, KOraTo ¢bM 10 Teb, Ko- | B II'bpBara, €KCIO3UI[VIOH-

raTo 4yBCTBaM O/nM3ocTTa TH,
KOTraTo C/IyIlaM TBO:A I7ac, CIO-
KOJICTBUE IyIIaTa MU M3ITB/IBA U
CUTYPHOCT... ¥ TOII/IMHA?!

3aio, Koraro CbM CaMa, KOraTo
CBbM fasied oT Tebe, KOTaTO BbB
ouyTe T He ITIefaM, JylIaTa MU
U3I'B/IBA ¥ TBMEH CMYT U CTPaXx,
Y TBMEH CMYT U cTpax!®

Ha ¢pasa repomHsTa, BCe OLle
3aB/IajisiHa OT IPUCHCTBUETO Ha
MOOMMUSA, U3IUTBA HEXHOCT U
curypHoct. BB BrOpara dpa-
3a, Hab/mogaBaMe M3BeXXK/IaHe Ha
mpo6eMa, Korato Ts O0bp30 cu
IPUIOMHS 38 HECUTYPHOCTTA U
CTpaxoBeTe, KOUTO 51 TPEBOXKAT
B CaMOTHMTe MWroBe. J[IBara
BBIIPOCA OINCBAT JpaMaTiYHa-
Ta pasluKa B €MOLVIOHATHOTO
U TICUXOTOTMYECKO CHCTOSHIE
Ha [IeBOJIKaTa, KOTaTo € 3aeHO C
BB3/II00EHNA U KOTaTo € caMa.
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,VI3/130X BYepa Ha MONETO, Oe
puBeYep... KIOHeIIe CIBHIETO
Ha 3asnes. [loTpenBaxa 6e3urym-
HO MJIA[JUTe BBpPXapy, Mpubm-
paxa ce NTUINTEe B THe3aara, e
TBI CIIOKOVHO, THP)KEeCTBEHO U
9y[[HO, ¥ a3 Ce CHpAX U IBITO,
I'BITO CITyLIaX TUIIMHATA.

Tosn orkbc mma (yHKIMA Ha
3aBpb3Ka. 3allo4yBa OICATEIeH
pasKkas Ha CIIOKOJHA NPUpPOJHA
KapTUHA, KOATO CUMBOJIMYHO
OTroBapsA Ha [JYLIEBHOTO CbC-
TOSTHJE HA TePOMHATA.

»HO W3BEeOHDBX, MOBesd XJa,
3af XbIMa CI'BHIETO IIOTHHA U
BCUYKO IOKPail MEH ChC KbpPBa-
BU OTO/SACHIY TOKpH!

O63e Me yxac, U3BUKAX TBOITO
uMe, HO Teb Te HAMalle, a3 06ax
caMa, 6e3cunHa M Oes3aluUTHA,
mpef; HJIKAaKBa HeBEIOMa OIlac-
HOCT, KOAATO YyBCTBaX Kak ce
npnbmmKaBa, a a3 He MOra, a3
HsAMaM CWIN, a3 HAMaM CUIN Ja
s cpal®

KynMmuuanumsaTa HacTbIIBa C IIPO-
MAHAaTa Ha IIPUPOJHMUTE YCIIO-
Bl a [TapaJIeIHO ¥ EMOLMNTE Ha
repoMHATa. Bb3HMKBa MHTEH3N-
¢ukanysa Ha YyBCTBaTa, ps3Ka
IIPOMsAHA OT CIIOKOVICTBME KbM
naHu4yeckyu crpax. GuHanTbT Ha
apuATa OCTaBA AyLIEBHUA KOH-
¢nmukr Ha CeBUMHAa C OTBOpPEH
Kpaii.

HacroammaT aHanus e OChIECTBEH IO KIaBUPHO U3B/IeYeHVe
[XAJIDKVEB 1978]. AHamorm4HoO Ha TeKCTa 6MXMe MOIJIM YC/IOBHO Jia
pasaenuM MysMKaJHO apysTa Ha TPY €IM30/ia, OTTOBAPSIY Ha eTalM-
Te Ha pasBUTME HA [PaMaTyprUYHOTO JIVICTBUE O JOCTUIAHe Ha KyJI-
MUHALMOHHU (puHAs, OCTaBsAI] MpobreMa Ha TePOMHSITa C OTBOPEH
Kpaif, KOeTo MpeJTonara O4akBaHO Pa3sBUTHE HA IIATIOCTHATA CIOYKeTHA
NIVHUA HA IIPOM3BefIeHNeTo. VIHTyUTHBHO repOMHATA ycellla Tparn3Ma
Ha ObAeITe CHOUTIS Y eMOILVIOHATHO TIOATOTBS 3pUTeNsl KBM IIpef-
CTOALIOTO. B chlMHaTa cMt XapakTep’bT Ha HOMepa € KOMITTIEKCEH — Kak-
TO IMpPUYEH, TaKa 1 gpamarndet. [loHayano o6pas3bT HOCK TUPUIHOTO
Havajlo B cebe CV U B TO3M MY3MKa/IeH OTK'bC TO ce 00yC/IaBs OT YNCTa-
Ta M060B KbM CHMEOH U CUTYPHOCTTA, KOATO T€POMHATA M3NUTBA OT
6nm3octTa My. Paskaspr Ha ieBojiKaTa puao06yBa rpayiBHO paMaT-
YeH XapaKTep MOpajiM CTpaxa OT IIPefIyBCTBUATA M.
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dopmara e TPUAENTHO CTPYKTypHUpaHa, OT Oe3penpuseH THIL
IpencraBeHa e B ceqnara cxema (Qur.1):

= > 4 > uucmpymeumaneu> b > : >
npexod

Que. 1. Cxema Ha gopmama Ha apusima Ha Cesura om III kapmuna -
mpudenHo cmpykmypupana, om 6espenpuser mun

[TepBUAT enu30f, ce paspoCcTUpa OT HaYaJI0TO Ha apysATa IO TeK-
CTa Ul TBMeH CMYT U cTpax (1. 1 — 26). IlpencrapisaBa ekcrio3uuys Ha
YYBCTBATa, KOMTO BBIHYBAT 'epOMHATA. 103U [AT ce CbCTOM OT fBe
MOCTPOEHM ST, KATO BTOPOTO MPeCTAB/IsIBA BapMAHT Ha I'bPBOTO. [lnHa-
MMKaTa pianissimo IOACK/IBA YCEJAHETO 3a NPEAYYBCTBUATA B IIPE-
crosmys paskas Ha CeByHa. OCHOBHO ce IIOBTaps U Bapypa efyH My-
3UKaJIeH MOTUB, Ch3[JaBaliKyl yCelllaHe 3a Ch3epLaTeTHOCT, CTaTUKA U
METaHXOMYHOCT B MY3MKa/THO-ApaMaTyprudHO OTHOIIeHNe, 6rmaroma-
peHue Ha GPUTMIICKOTO My HaK/IOHEHMe Y YACTUTe KBUHTHU. [eponHsATa
TBPCU OTTOBOP HA U3MBUBALUTE 5 BBIPOCK OT CBOSI IIOOMM U CSIKAIIl
IIpeqYyBCTBA IIPEACTOSAINA TAlHCTBEHA U CKpUTA OIIACHOCT. 151 BCBII-
HOCT 3a/jaBa K/IIOYOB BBIIPOC U Ha camarta cebe Cu, a IMEHHO — 3alIl0,
KOTaTo e C JII00MMIs, Ce YyBCTBA 3alMITeHa, HO B HETOBO OTCHCTBIE B
AyLIaTa M LapAaT ,TbMeH CMYT U cTpax . Hadasoro Ha gBara BBIPOCH-
TEJTHU TEKCTA € AHAJIOTMYHO B MHTOHALIMOHHO oTHoIeHue (D - C - D -
B), HO TIpU TEKCTBT ,,3aI110, KOTATO ChM caMa“ ce HaOMOflaBa MHTOHA-
LIIOHHO OOHOBsIBaHe: MOTUBBT Ce Bapupa, a GakTypara ce yIUIbTHABA.
3a Jja moAcun ollje IoBeve ChO0OBHOTO 3HaUeHMe Ha fymuTe Ha CeBn-
Ha, Xa/pKueB 1y0Ipa BOKaTHaTa I OPKeCTPOBAaTa MApTH, HOCTABAN-
KM aKI[eHT BBbPXY CbMHEHMETO 1 TPeBO)KHOCTTA Ha TrepomHATa (T. 1 - 9
u T. 13 — 17). To3u CMHXPOH HO-K'bCHO Ce TIPeHacs U B IPUPOHATA Kap-
TuHa (B emn30p b), KOSATO pe3oHMpa ¢ eMOLMOHATHOTO ChCTOsIHNE Ha
CeBnHa.

Bce ome B fyxa Ha M3HaYa/THNUA XapaKTep Ha 00pa3a, BOKATHO Me-
JIONUATA 3BYYM HEXHO U KaHTM/IeHHO. [1o OTHOIIeHMe Ha M3II0/I3BaHN-
Te AVHAMUKM IpeobmafiaBar pianissimo, piano, kouto 4ypes crescendo
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Homen npumep 1: Hauano na apusama
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Homen npumep 2: Bmopo nocmpoeue
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pocrurar o mezzoforte u forte u KyIMuHauus B T. 21, Py TEKCTA , 13-
mbnBa“ u G* oT BTOpa OKTaBa. YCITBAaHETO HA paMaTyprudHaTa JIu-
HaMJIKa BHACsl HaIIpe>KeHIe, HapacTBallja BbTPELIHA TPEBOra U CTPax.

OpxkectpoB mpexop (1. 27 - 33) ,,IpeABeIaBa” pasayHara I10co-
Ka, KOATO ApaMaTypriudHOTO Pa3BUTHE Lile TI0eMe B CIe[BALIVIS eIIU30,.
B MysukajeH IIaH TOBa ce IIOCTHUTA, YPe3 pas[BIKeHa MeTOfYecKa
JIVHS, TPUOJIOB PUTHM U Pa3/IMIHM MHCTPYMEHTATHU TEMOPIL.

Homen npumep 3: Opxecmpos npexoo
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HoBo TemarnyHO oOpasyBaHMe MHMLMMpA IPOMSAHA B [ipaMa-
Typru4HaTa IOCOKa U IOCTaBsA HA4a/l0OTO HAa BTOPUA €NMM30f B apuATa
(1. 33 — 47). TepouHsTa IpeMMHABA OT BBIHEHUATA HA BBIIPOCUTE KBM
CBIIMHATA Ha CBOA pas3kas. Toil samoyBa B mezzoforte, TeKCTBT e pas-
KasBaTeJIeH 3a PasBUTUETO Ha JeNICTBMETO. BbIpeky MpUBUHO 0OU-
4afHOTO OOpyCyBaHe Ha KapTMHATa B HA4aJ0TO HAa TO3M JSJI, B MY3U-
Ka/JIHO OTHOILIEHNME NPOJB/DKaBaMe [ia ycemame nputaeHocT. Opkec-
TBPBT CAKALI CU ,[TAPTHUPA C TEPOMHATA, KaTO M3pa3saBa CBITIACKE I
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oTpassaBa fiymute Ha CeBUHA.

MysukanHara ¢pasa IpoTMYa IIABHO, CAKAII BHTHOOOPAsHO B
OVHAMUYECKO OTHOILEHJe, OTPa3sBaiiKyl eMOI[MIOHATHOTO CBhCTOAHME
U KonebaHMATa Ha IepcoHaXka. VHTeH3uTeTa Ha My3MKaTa Ce yBeIN-
4aBa, 3a Jja MOJCHU/IN SPaMaTUYHOTO 3HAYEHME HA TEKCTAa U Jja HacouM
IeliCTBMETO KbM 3aBpPb3Ka.

Tuxara guHaMuka pianissimo cmen depmara mpegpiecTsa Ipo-
I'bIDKEHMETO Ha pa3Kasa Ha Mafiata ieBoiika (1. 40 u 1. 41). Mysukan-
HOTO 3BYy4eHe ce IPOMEH: 3aeJHO C pUTHhMa U pa3Mepa oT 2/4 B 4/4. BbB
BOKAaJIHaTa IapTUs Ha TO3M €MM30f Ce 3apakAaT pedMTAaTUBHY MHTO-
HaIlMM, KOUTO KaTo 4e /Iy IpeobpasyBar IMpUIHATa eMOLVA OT Ch3ep-
naHuero. 3abenssBa ce ,IyICHPALIO MIECTHA/IECETUHOBO PUTMUYHO
nBiKeHMe. OpKecTpoBaTa MapTus MOAADbpKa B [MHAMMKA pianissimo
OCTMHATHOTO CBCTOSTHUE Ha CTPaX U BHUMaHUe (T. 41 — 47).

Homen npumep 4: Hauano na emopu enu3oo
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Homen npumep 5: Ocmunamen pumom
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Tasu 3apopnia ce My3uKaTHa TPEBOXKHOCT Ce IPeHacs B TPeTus
enm3o/] Ha apusTa, KONTO 3aI0YBa OT TEKCTA ,,HO M3BEXHDBXK (T. 48),
B pasmep 3/4. HacrprnBa oOpaT B eMOLMOHA/MHUS 3apsifi Ha pas3Kasa,
OCBILECTBEH KAKTO B MPOMsIHATA Ha MPMPOJIHATA KAPTMHA, TaKa U B
HICUXOJIOTMYECKOTO ChCTOSIHME Ha TePOMHSITA. BHe3amHUAT X/1af 1 3a-
JIe3bT OTPA3sABaT CTpaxa Ha jeBOJIKaTa OT CaMOTaTa IIpef ,HsAKaKBa He-
BefioMa omacHocT . Psisko TeMmoTo mpemmHaBa B Piu Agitato, Habimo-
IaBaMe poco a poco crescendo kbM forte, a BiocnencTsue u fortissimo
KaKTO BBB BOKa/HATa MAPTUS, TaKa ¥ B TPEMOJIOTO Ha OPKECTBPa
(1. 54). VIHTOHALIMOHHO HAIIpeXXeHJe ce Cb3[aBa Upe3 TPUTOHYCHUTE:
B-E (1. 49); G - C¥ (1. 50) n xmaryca: GP — A (r. 51 - 52). ®akTypara
ce ,yIUI'bTHABA", 00XBAI[alIK1 TO/ISIM PErUCTPOB AMama3oH. ToBa oTpa-
3sBa IIPOMSIHATa B IPUPOJHATA KAPTVHA — OT CIIOKOEH ITacTOpal KbM
XJIafl, HeCUTYPHOCT U M30MMK Ha cTpaX. KpaTkm HOTHU TpaitHOCTH —
IIeCTHAZIeCeTVHY U TPUECEeTUBTOPUHY, TIOAYepTaBaT TPECKaBys, Ha-
[IperHaT XapakTep Ha ApaMaTyprudHis MOMEHT.

Homen npumep 6: Hauano na mpemu enu3oo
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«

Homen npumep 7: ,, Ynnomussame“ Ha paxmypama
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CrenBa ycrokosiBaHe Ha MHTeH3uTera ¥ diminuendo, a pmHa-
MMKaTa 3a KpaTKO ce 3aBpbllja IO piano, KOTaTO TepOMHATA U3/IM3a OT
CBCTOSIHMETO Ha IIpefiefieH y)Kac, B KOMTO M3Majja Mo-paHo. T pas-
Ka3Ba, 4ye ce e MOYyBCTBaja caMa 1 Oe3 3akpunara Ha CUMeOH Impep
»HsJKaKBa HeBeoOMa OmacHOCT . ToBa e MogYepTaHoO OT XapMOHUYHIS
KOMIUIEKC OT Tapajie/IH KBUHTU U KBapTH, IIOACU/IBAILN €MOLMOHAI-
HOTO ycelllaHe 3a ,,IpasHOTa” (IIeT TaKTa C/Iefi poco sostenuto). Tosa e
Hall-ChlIleCTBEHATa YacT Ha IpefickasdaHyeTo Ha CeBMHa 3a O'bfleleTo —
Ta3y ONACHOCT, KOSITO T€POMHATA yCellla, HAUCTMHA Ille HACTBIN, HO
MJIaflaTa >KeHa HAMa Ia HaMepy cuin Ja s npeporsparu. Hos nocnenex
30K C/lara BbPXOBa TOYKa Ha HampekeHuneto. PUHaIBT € MOIIHO
nsrpajen ot forte o fortississimo BbB Bokama u opkectbpa. [locrienHo
VI KaTeTOPUYHO, Ype3 MENIOANYEH IIOCTENIEHEH Bb3XOAAL X0, BbB BO-
Ka/IHaTa MapTUs, 3aBDbPLIBAIL BbB BUCOKUS PErUCTBP CbC 3abpXKaH
B oT BTopa OKTaBa, XApMOHU3MPAH C MUHOPHO TpU3Byuue Bbpxy E°
BBB fortississimo, CeBuHa u3passBa 6€3MOMOIIHOCTTA U 0OPEIEHOCTTa,
KOSAITO Ipefycela.

BupymMa e M”HTOHAIIMOHHA BP'b3Ka Ha pa3CTOsHME: MOTUBBT OT Ha-
YaJI0TO Ha apMATa TYK IPUCHCTBA B KY/IMMHALMATA Ha ¢prHama (1. 1 - 2
u T. 67 — 68). ToBa siB/IeHME JEMOHCTPUPA C My3UKaTHV CPEJICTBA eMO-
[[MOHATHaTa TpaHcopMalus Ha TepOUMHSATa OT IPUBUIHO CIOKOII-
CTBHE JJO CbCTOSIHME HA KpaeH IMAaHNYeCKY CTPaX U TPeBOra.
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Homen npumep 8: InmoHayuoHHa 6p3Ka HA PA3CIOAHUE
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B saxmouenne, HeoOX0OoMMO e Jja IofYepTaeM, 4e KbM obpasa
Ha CeBnHa TpsOBa f1a Cce MOAXOK/A C 0COOEHO BHMMAHIE KbM JIeTail-
Jla KaKTO TPY BOKAJIHATA, TaKa U IPU aKThOPCKATA MHTEPIIPETALUA.
TepounsTa € ,,ABUTaTeN Ha IEHCTBUETO M HOCK KIIOYOBO 3HAYEHIE 32
LSIOTO TIpou3BefieHNe. TbpceHnsITa Ha M3IIBIHUTES CllefiBa 1a ObaaT
HACOYeHM K'bM 3a1blI004YeH aHa/IN3 Ha BOKA/THATA IIAPTHUS U TEKCTA, MY-
3UKa/IHO-IPaMaTypriudHITe 0COOEHOCTH U IICUXONTOTNIECKIATE MOTBI
n xapakTepuctuky. CaMOCTOsITeTHaTa MOATOTOBKA MMa CBII[ECTBEHO
3HAYeHMeE 3a MOC/IeIBalaTa pPaboTa C KOPENETUTOP, AUPUTEHT U PEXKM-
ChOp.
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KOMMNO3NTOP U NAEA. BBSMOXXHA
MOTUBALNA N UHCTTNPAL A 3A
TBOPYECKW MNPOLEC

MWJIEHA IIYIIY/IOBA-TTABJIOBA!

THE COMPOSER AND THE IDEA:
POTENTIAL MOTIVATION AND INSPIRATION
IN THE CREATIVE PROCESS

MILENA SHUSHULOVA-PAVLOVA?

Pestome: B mocnegHuTe rOAVHU pealM3Upax HAKOIKO MHTEP-
BIOTA C KOMITO3UTOPY — M KJIACMYECKY, ¥ Ha MOIY/IAPHA MY3MKa.
VHTepeceH e TBOPYECKMAT II'BT ¥ MOTUBALMATA VM IIPU HAIIVC-
BaHETO Ha HsKosl TBopOa. ToBa e Ib160KO MHTUMEH, HO U AYXO-
BeH Tpolec. JJOKIaabT e jajie HAKOYM MHEHUS U aHAIU3M.

Kntouoeu Oymu: KoMIo3uTop, ujesd, VHCIUPALV, TBOPYECKN
mporiec

Abstract: In recent years, I have conducted a series of interviews
with composers specialising in both classical and popular music.
The creative process and motivations behind the creation of a
work are of particular interest. The process is characterised by

1 II-p Munena llymynosa-IlaBroBa e mpodecop B nenaprameHT ,Mysnka“ Ha
Hos 6brnrapcku yHusepcurer, e-mail: mshushulova@gmail.com

2 Dr. Milena Shushulova-Pavlova is a professor in the Department of Music at
the New Bulgarian University, e-mail: mshushulova@gmail.com
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its depth and intimacy, whilst also being inherently spiritual in
nature. The report provides a range of opinions and analyses.

Keywords: composer, idea, inspiration, creative process

B nocnegHuTe rOAMHM MMaX Bb3MOXKHOCT Jla peann3upaM HAKOM-
KO MHTEPBIOTA C BOJEIIM KOMIIO3SUTOPU B bbiirapus — 1 Ha Kacudecka
MY3UKa, X Ha eJIeKTPOHHA U KOMIIIOTbPHA MY31Ka, a U Ha IONy/ApHa
MysuKa. Bprpocure 64xa cepuosHU M ThpceXa AYyXOBHATa ABIO0YN-
Ha ¥ TBOpYeCKaTa MHCOMPALMsA, KOATO [IBVOKM Te€3M CIELMaNTHM Xopa
IIpY ChTBOPSABAHETO Ha TEXHNTe NMpouU3BefieHNA. Pasnndyen n mHTepe-
CEeH € TBOpYeCKNA II'bT X MOTMBALMATA UM IIPU HANMCBAHETO HAa HA-
kos TBopOa. ToBa e p16oKko MHTMMeH npouec. Ille onuram fa nsBags
OT KOHTEKCTa Ha AYMMTE UM OTTOBOPM, KOMTO Oyxa OMIM OCHOBa 3a
[I0-HAaTaTbIIHYU U3C/IeflBaHNA 32 ChbBpEeMEHHaTa My3lKa B CTpaHaTa HHA.
Komnosuropure, KbM KOUTO CBM HACOUMIA TO3M TEKCT, ca: [JUMUTBHp
Xpuctos, Murdo JleBues (1 iBaMarta Beue ITIOKOHNIM, HO IBIITU TOIVI-
HU Ca BOJEIIM B MYy3MKa/lHaTa Ky1Typa y Hac), Credan [IparocTuHoB,
Cumo Jlazapos u I'eopru ApHayoB — KOUTO Bce olile npenofasar B Hos
6barapcku yHuBepcutet. V meTnmMara TBOPIM ca IOYETHU ITpodecopu
Ha HBY. KocBeHo mm mpsiko ¢bM HabJmoiaBaia TeXHUA KOMIIO3UTOP-
CKM TIPOLIeC 1 Haji-Bede pe3y/TaTa OT Hero — M3II'bIHEHIMETO Ha TBOPOU-
Te uM. [TbTHNTE TeKCTOBe Ha Te3n 4y[eCHN Cpeln ca MyOIMKyBaHu B
kuurata ITocnanus 3a mysuxama. Viumepeoma u usbpanu mexcmose3.
3a Jumutsp Xpucros, Mundo JleBues u Paitnep bumod (c konto He
MO>KaxX Jja pasroBapsM JIMYHO) ITO/I3BaX 3HAYMMU M30paHM TEXHU TEK-
CTOBe, KOUTO Jja TIOC/TY>KaT KaTo OTTOBOPY Ha e[JHO BboOpakaeMo VH-
TepBio. II0c/IefHOTO NHTEPBIO, KOETO HalpaBuX Ipes 2025 rofuHa, 6e ¢
Amnren 3abepcku (cMH), KOETO € Ha4a/lo Ha BTOpa MOPEeAVIia OT MHTep-
BIOTa I €BEHTYaTHO HOBA KHUTA.

Bprpocure, KOUTO ce MOCTAaBAT HA BCEKM €AMH OT M3OpOeHuTe
KOMIIO3UTOPY, IYMITO KMBOT € My3UKa, ThPCAT U3CIef0BaTe/NCKa IbIl-

3 Mywynosa-ITaBnosa, MuneHa. ITocnanus 3a my3uxkama. nmepsioma u uzbpa-
Hu mekcmoee. VIsparencrso Ha HoB 6brrapcku yHusepcutet, Codus, 2022.
ISBN 9786192332204.
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6041Ha, THPCAT OTTOBOPM 32 CBIHOCTTA HA My3MKaTa, 38 HEITHNA CMU-
CB/I ¥ HeHUTEe MOCTIaHUA KBM XOpaTa, 00IIeCTBOTO U CBeTa. 3aIl0To
Mysukara e Be/IMKO U3KycTBO. MysukaTa e 11000B, )XIBOT, Cb3JlaBaHe,
U3rpakaHe ¥ BCUIKO, KOETO € CBBP3aHO C KPacMBOTO U HE3eMHOTO, C
60xxecTBeHOTO. My3ukara e 6e3kpaitHOCT. KH1raTa e normes KoM CKpu-
THUA CBAT HAa BCEKU TBOPEL, KyXHAMA Ha INYHOCTHOTO IIPABEHE Ha My-
3MKa — OMI0 TO KaTO U3II'BTHUTE MM KaTO KOMIIO3UTOP.

e 3amouna c JVUMUTBP XPUCTOB4, BeposTHO 3a1110TO MMax
I[acTHETO Ja O'b/ja HErOBa JOKTOPAHTKA I [I'B/ITY YACOBE fIa TOBOPUM IO
pen Bppocu. Tomam YOBEK, koiito cbrpamu mHoro crefn cebe cu. Toii,
OCBEH KOMIIO3UTOp, 6e CBI0 TOMsM TEOPETUK U MY3UKOJIOL, MMalle
OTHOIIeHNe 1 K'bM I'PaHMYHITE M0jIeTa Ha My3MKa/IHaTa HayKara — co-
uonorus, punocodus, ecretnka. 3a cebe cu TOV Ka3Ba B €{HO MHTEP-
BIO: ,BHAT¥M CbM OVI He3aBMCHM, He ChM Ce IIOYMHBA/I Ha HMKaKBa
IIKO/A, TIPY HUKAKBU 0OCTOSATENCTBa. MOTUBBT € O1JI, HeKa To Kaxa,
eroucTuyeH. ... YoBek Tpsi6Ba [ja CTOM HayesIo Ha IPOILeca, fja Ce OINUT-
Ba Jla OTTaTHe KaKBo Illle CTaHe B C/Ie[iBalIVITe TOAVHIY, ja IIPel/IOXKY XU-
noresa. Haji-dyecTo geiicTBUTETHOCTTA 11ie Ce pPa3MMHe C Hes, 11[e TP'brHe
B Jpyra IIOCOKa, HO OCTaBa NMPeKPaCHUAT eKCIepuMeHT, MUCDHITA, e
CUl HaB/IA3BJ1 B HOB 3BYKOB CBAT, KOJTO IIpefJIarall Ha XopaTta 3a efHO
CJIef{BaIIO IPeXXMBsSIBaHEe .

ITocnepnara My kHura QyHoameHmantu npednocmasKu 6 Kom-
nosumopckomo 6wvobpaxcerue. Kem cumyayusma 6 HA4anomo Ha
XXI 6ex® mocTaBsi BaKHU BBIPOCU U THPCU OTTOBOPU — BAXKHM 3a
CbBpEMEHHIUSI KOMIIO3UTOp U TBOpell. ,,B KOMIIO3UTOPCKOTO TBOp-
YeCTBO Ce YCTAaHOBU NPMHIMIIPT HA HEMOBTOPHOCT. ToBa, KoeTo ce

4 https://ubc-bg.com/mumMuTsp-xprcros/

5 V36panu ¢parmentu ot mHrepBio Ha Haramus Vnuesa 3sa 6-x ,Kynmypa'
6p. 44, 28.11.2003.
https://kweekly.bg/publication/author/nataliailieva
https://kulturni-novini.info/sections/15/news/8725-avtorski-kontsert-na-
dimitar-hristov

6 Xpucro, Jumntsp. PyHoameHmManHu npednocmasku 6 KOMHO3UMOPCKOMO
swvobpaxcerue. Kom cumyayusima 6 nauanomo na XXI eex. MysuxanHo obuiec-
TBO ,,Bacun Credanos®, Codus 2009. B Tekcra ca IOCOYeHY CTPaHULNTE, OT
KOUTO € LIUTHPAHO.
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Cb3JaBa, He MOXe Ja Oblle OHOBA, KOETO € Bevye Ch3[afeHo. (3aKOHBT
3a aBTOPCKOTO IIPaBO 3alljTaBa MHTETEKTyajHaTa COOCTBEHOCT Ha
KOMIIO3UTOpa. ABTOPCKOTO IpPaBO € BCBIIHOCT 3alljTa HA OPUTH-
HajHOCTTA.) JJomycTrMu ca aHajnoruu (Ha 3aMUCBHIa, Ha TeMaTHMYHATa
cdepa 1 00xBaT, Ha MOAIXO/a, Ha METO/a), BIUIMTaHe HA BCeoOIu efe-
MEHT! C U3BBHCTMIMCTUYHO 3HadeHue (KafIleHIW, BEPTUKATHU U XO-
PUM3OHTA/IHM PA3IONIOXKEHNsI KaTo BCeOOLI KOHCTPYKLVM, TeMOpu B
U3XO[HY 3HA4YeHM s, aTOTMYHY, aIUIMKATYPHY, IPUXOBY THIKyBaHNUA),
BB3IPOM3BEXAaHe Ha cXxeM Ha popmuTe (COHATHA, POH/IO), KaHPOBMU
HOBTOpeHMs (CoHaTa, cuMGOHNS, OIlepa), KAHOHUIHM TeKCTOBe (Kupue,
CaHKTYC), MHCTPYMEHTA/IHM U BOKAJIHM BBBEX/JAHUS C OTCHCTBAIIO
CBHOTHACsIHE K'BM JjajieH CTU (cuMQOHMUs, OPKeCTDbP, CTPYHEH KBapTeT,
XOp) — U30pOABaHNUATA He Ca II'B/IHM, IOKA3BaT CAMO IIPUMMEPHM ChCTOS-
HJIS1 HA KOHCTaTMBHOCTTA — B T€3U C/Ty4ayu Bb3IPOU3BEX/AHETO € pas-
IPOCTPSIHO B Hall-001LIM VICTBUSA, KOUTO He BIUAAT Ha aBTOPCTBOTO B
HeroBaTa HeIoBTOpUMOCT. (TBopyeckaTa clIOCOOHOCT BK/II0YBA, pa3omn-
pa ce, U Cb3JjaBaHe Ha HOBM €JIEMEHTY, C TOBA Ce BBBEX/a Bb3MOXKHOCT
3a UTHOpUpaHe Ha CbllecTBYBaly. OpUIMHATHOCTTA € U Ch3/laBaHe, I
npeobpasyBaHe, I IIpecbyeTaBaHe Ha eJleMeHTI.) ... KoMIIo3auTop T He
MO>Ke 1a CM IIO3BO/IM Jla TIPUIIOBTAPS YYXKJ| Pe3y/lTar, 0COOEHO KOraTo
HOCTIETHMAT € YCIelleH U KOMKOTO 1 Jja My Ce MCKa 1 TOil a HMOMydn
cpins ycnex.“ [XPVMCTOB 2009: 4-5]

OxasBa ce, 4e HE3aBUCUMO OT CBOSITA MHCIMPALVS, KOMIIO3UTO-
pBT TpsibBa fa CHOMIOABA M MHOTO PYIM IpaBuiIa (KaTO MPUHIMIIBT
Ha HEMOBTOPHOCT), KOVTO MHOTO VM/IM MaJIKO OMXa 3aTPyZHMU/IN HETO-
BOTO BbXHOBeHMe. Criopen Jumutsbp XpuUcToB ,,Tpsi6Ba fja mpusHaeM
3a peaJIHM TPM KaTeropyiy KOMIO3UTOPY: KOHCEPBAaTVBHMSA, aKTYaTHUA
M TBpcelyisi, KOMIIO3UTOPe KOHCepBaTUBO (compositore conservativo),
KoMIo3uTope Jomku (compositore d’odggi), kommnosurope ¢yrypo
(compositore del futuro). [Janu Tpute KaTeropun He ce CbOMpaT B efHA
mraroct? [XPMCTOB 2009: 39].

BcensBecTeH e TepMMHBT 3a K/IacH4ecKaTa My3uKa Ha XpHUCTOB —
toit s1 Hapuyaie ,JOJIIMATA MVY3UKA® ,Tonamara my3uka pa-
60TH c pasHOOGpa3eH MAKeT OT )KAHPOBU BB3MOXXHOCTH — OT XyJO-
JKeCTBeHara IeceH JI0 omepara u 6ajeta, mpe3 cuMdoHusTa, MHCTPY-
MEHTa/IHN KOHLIEPT, OpaTopusi, KAHTaTa, CIOUTA, LIVIK'B/I IIVeCH, OTHe/-
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Ha nueca (ToKara, eTIof, IIPeTIof, ¥ TOJIKOBA MHOTO Jipyry) u T.H. Heii-
HaTa BpeMeBa PaspOCTPAHEHOCT € OT 1 — 2 MMHYTHU B MMHMATIOPATa 10
90 muHyTH (omepa u 6anet), 120 MmunyTu (oparopus), Hag 120 MUHyTH
(OTHeNMHM XaHPOBM eNVHUIM WIM HOPERUIA OT omepu — ,IIpbCcTeHbT
Ha HubOenyHra“ ot BarHep e IMKBI OT 4 omepu 3a 4 OT/ENIHU Bedepy,
BCSIKA OT HAKOJIKO 4yaca yncra Mysuka)“ [XPVICTOB 2009: 145]. Ot un-
TaTa IO-rTOpe MOXKeM Ja pa3bepeM KakBO TOYHO BKJIIOYBA TOJl B TOBA
Ha3BaHIe.

3a JuMnuTbp XpUCTOB ,MOINUTE, HACTPOEHMATA, YBIEYEHNATA, 3a-
OnynuTe, MyONMYHNUTE PeaKIM Ha Ia3apa MOBEXAAT HOPH Olle B 3a-
pORUII TBOpYeCKaTa ujesl, a Ciefl TOBa U HelfHaTa peamu3aius, KOMIIO-
3UTOPBT Ch3/IaBa U 3a [ja Ce XapecBa, 3a fIa Ma YCIeX, ¥ CaMO MaJIIHA
ca Te3y, KOMTO MOTAT Jia ce CHIIPOTUBIIABAT Ha I1a3apa, fia ce JbpKar
B HE3aBUCVMOCT OT HETO VJIM JIOPU Jla BBPBAT Cpelly Hero — ToBa ca
CWIHM JIMYHOCTY, IPUMMPEHN C TPYAHOCTUTE Ha BCEKUJHEBHMSA OUT,
CaMoOOpeveHI, CAMOXKEPTBEHM, TOTOBY HA JINIIEHNSI B IMETO Ha TBP-
C€H KOMITOSMIVIOHEH MMi€asl U ThI1 KaTO TOM Ce U3pa3sABa Ipeny BCUY-
KO B CTWINCTUKATA, B M30paHMs TBOPYECKU IIBT Ha CBOeoOpasiue, a He
CIPSIMO OTJelTHa TBOPOA, TO MOCIEACTBUATA OT TAKOBa IIOBefieH/e Ha
KOMIIO3UTOPa OT/laBa TPAiHU CIIe[CTBUS BBPXY CBIIECTBYBAHETO MY,
3aBeXJla IO B ChOTBETEH CJIOiT Ha Ma3apHO ThPCeHe, C TOBA U Ha IPHU-
s"anuero” [XPMCTOB 2009: 248].

3a Iumutbp XpUCTOB ,,TBOPYECTBOTO € TOBA — MHOTO MPEKM-
BSIBAHUS M NIPEICTaBY, OT KOUTO TPsiOBa 1a ce nsnese. Vimano e MHOTO
BB/IHEHNUS U e TPA0BasIo fja 6baT YCBOGHM, OCMUCTIEHN U IIPEXUBEHM,
3a Jja ce 0cBOOOAM 4OBeK OT TAX. HaTpymBaHeTo Ha omycm 3Haum, 4e
HEIIIO ce e CY4nIo, TpsibBaso e na 6bie uxussiHo. Kommosupanero
BHHAIM 32 MEH € 0110 u x06m, u npodecus’ (OTHOBO OT MHTEPBIOTO
Ha Haranua Mnuesa).

Janu gHec He ce cmy4Ba TOYHO TOBa? Beeku nmpodecnonanex nm
He IuIlle My3MKa U CMATA, 4Ye 3a 2 — 3 4aca e CTaHaJ/I CBeTOBHO U3BECTEH
Ype3 MHCTPYMEHTUTE Ha COL[MaTHUTe MeuiL... ToBa i e 6'bemeTo Ha
ellHa OT Hali-ApeBHNUTE, HO U Hail-CIOKHUTE ¥ BUCOKO MHTE/IEKTYaTHN

7 Tlo mOBOX NPUCHKXAAHETO Ha 3BaHMETO ,,IlovereH npodecop Ha HBY® mpod.
Humutbp XpUCTOB M3HACA AKA[EMUYHOTO CIOBO: ,Mysukara e efHa HoOBa
CBITHOCT, KBHETO Ka3Ba, Ye KOMIIO3MPAHETO OT Ipodecis 1ije CTaHe X0Ou.
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npodecun? Ille Buanm...

bux 3apbpuImia cbC CIefHUTE AYMU Ha XPUCTOB: ,,[Ib160KO0 CBM
y6enen, ue KOTATO YOBEK ITMIIIE MY3UKA, TOW TTPAIIIA TIOC-
JIAHME. ITbpBo Tpsi6Ba fja ce HaMepy IOCTIAHMETO, CJIef, TOBa Ja ce
Thpcu popmara. ToBa e ApaMaTUIHA CUTYaLMsI — KOMIO3UTOP'BT TPAA6-
Ba JIa MMa MHOTO CWJIEH IIOI7Ie[] BbPXY CBeTa, fla TO yCeTy, [ia HaIpa-
BI IIPOTHO3a 32 EMOL[MOHA/IHMS CBAT Ha YOBEKa, ¥ KOTaTO BCMYKO TOBA
MIHe ITIpe3 Hero, ia My Tbepcu ¢opmara. Koeto e Bropu, ouie mo-60-
JIe3HEH IIpoliec... ApXUTEKTUTE UMAT ChIUTe IpobieMy, HO IIpy Hac e
HO-TIECHO, T'BII KaTO 3BYK'BT € MHOTO I'bBKaB, M3IUI'b3BAlI] C€ BB BCUIKI
IIOCOKM 1 HMKOJ HsIMa BJacT Haj Hero 8. ToBa e mojickasaHata MOTH-
BaLVsl I MUCHSITA, KOSITO € C/IefBa/l KOMIO3UTOPBT JuMuTbp Xpucros.

»le ckoua B mxasas MUJIYO JTIEBUEB

Mortoro Ha JlesueB e MY3MKA BMHATU IIE MMA..° To e
usnycaHo npep 3anara B HBY (506, 5-u etax, 1. KopIyc), KoATO HOCU
uMeTo Ha Maectporo. Kakbs Oemre Mwrdo (mosHaBaM ro mpodecno-
HAJIHO OT yHuBepcureTa)? Bceku 3Hae HeroBaTa MCTOPMS — y4M KJIa-
cudecka kommosunus B Koncepsaropuara mpu Ilanuo Bragurepos.
[Muire mbpBKTE CM YCIENTHY KOMIIO3MIIVY, 3aII04YBA fIa CBUPY JKa3 BbB
BpeMe, KOraTo TOBa € Mp'bCHa MY3MKa 3a coluanucTiiecka barapus.
Cren ToBa 6sira 3aji TpaHMIA... WIN, KAKTO TOJ Ce U3Pa3siBa, ,CMeHs CI
pesupeHmyATa“... CBUpH ¢ egHM OT Haii-ronemute Mysukant B CAIIL.
[Tnmre gunmoBa Mysuka. PaboTn, pabotn... 3a fa ce msgbpxa. Vasa
BpeMeTo Ha 90-Te rofuuy Ha XX Bek. Toit ce BpbIlla OTHOBO B POfIMHA-
Ta U T.H.

VIma MHOTO TBHIKYBaHMA 3a ,J]KA3 HO KaTo 4e mu Hali-M3MON3-
BaHOTO € ,,CBOBOIA® niu ,,CBOBOIATA TA VIMITPOBM3MPAIIT®
Hamu ToBa € mHCIMpUpano Mumdo JleBueB fja moemMe 1o TPYAHMUSA IIbT
Ha eMurpanra? 3aljoTo jajed OT POfMHATa HAMA ,BPB3KU U CaMO
COOCTBEHNTE TV Ka4eCTBa, TA/IAHT I MHOTO K'bCMET MOTAT fia IOMOTHAT
Jia ce HAJIOXKMUIIL. BeposTHO KOITHEXBT KbM CBOOOIATa € MOTMBALMATA
Ha MaecTpoTo.

8  OrnoBo ot nHTepBIOTO Ha Haramis Vvesa.
9 Iywynosa-ITaBnoBa, MuneHna. [Tocnanus 3a mysukara. VHTepBioTa u u36pa-
Hu TekcToBe. Codus, Hos 6brrapcku yHusepceurer, 2022.

175



MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

»lIlpemu Mm Oemre MHOrO J1eCHO Aa NNIIA, 3aI[OTO 3HaeX
Mo-MajKo. Me>XxjyBpeMeHHO 4yX MHOTO Helja. Ho ToBa He e BBIIpOC Ha
BB3pacT, HUTO I'BK, KAKTO MOXKe OV MUCIIAT HSKOM, 3aTOBA Ye paboTs
B e[IVIH BOJelll B MY3MKa/IHO OTHOLIeHNe I'paj, B AMepHKa, KaKbBTO €
Jloc Amxenuc. Mucins, 4e Ipy MeH € BBIIPOC Ha BBTPEIIHO Pa3BUTHE,
HOJCUJIEHO M YCIOKHEHO OT (paKTa, ye BCe M0-MaJIKO BAPBaM Ha Iica-
Harta My3uka. KoeTo He 03Ha4yaBa, ye Ts 32 MEH HAMA CTOMHOCT... Enun
Xy0aB [)Ka30B IPOAYKT TpsiOBa fia 3BY4M KaToO HAIMCaHa MYy3MKa. ...
VImmpoBusanmsTa B M3KyCTBOTO He € CaMo B fi>ka3a. [lo kpas Ha 11o-Mu-
Ha/IMs BeK Ca MMIIPOBM3MPAIM M KIACMYECKUTe MY3MKaHTHU. JIucT u
I[IlomeH ca MMIPOBMU3MPATIN 1IO TeMa, 3a/iafieHa OT C/IyIIaTe/InTe UM Ha
koHuept.“10 [JIEBMEB 2004: 14] Konko xy6aBo ro e Kas3aa — Kparko,
ACHO.

»KaKBa e ChITHOCTTa HA MY3MKa/THATa KOMIIO3UIINA N300110. ..
Y MO>KEM JIM Jia 51 TIpeljeHsABaMe OT IVIefjHa TOYKa Ha TaK'bB BHHIIEH Oe-
JIeT KaTO HOTHMA 3aIINC, KOMTO € TPaJUIVIOHeH 3a IiA/IaTa 3alajjHa My-
31Ka? Makap [ia € CpaBHUTETHO HOB, 3alIMCDT Ha IJI0YA CHIIO € HAYMH
3a IOKyMeHT/paHe Ha MY3MKa I KOil MOXe /la KaXKe, 4e € II0-HeChBbp-
mreH? HanmpoTus - ToBa MOXKe fa ce Kake 32 HOTHATa CMCTeMa, KOATO
II0 MHOT'O YCTIOBEH M HeChBBpIIEH HAuMH ce ONMTBA Jja Ipefajie efiHa
MYy3MKaTHa ufiest. Ts mpuimda Ha Helllo KaTo Tornorpadcka KapTa ¢ Heli-
HITE yC/IOBHM 3HALIM: TOBA € ITbT, OHOBA — YellIMa ¥ T.H. ¥ IIPM HOTOIINCa
MOXKEeM JIa TOBOPUM 3a O3HayaBaHETO Ha HSIKOYM OCHOBHU Hellla: BUCO-
4YHA HA TOHA, HErOBaTa IPOJb/KUTETHOCT U T.H., HO TOBA Ca €/IeMeH-
TapHU Be/IMYVMHY. 3aTOBA, aKO M3XO0XKaMe OT HaulHa Ha JOKYMEHTHUpa-
He, HAMA fIa OTKpVEM pas/MKa MeXly e[lHaTa 11 ApyTraTa My31Ka, MeXIy
TaKa HapeyeHaTa KjIacl4yecKa MY3MKa/lHa KOMIIO3UIIMA U J’Ka30BaTa.
Pasnuxkara He e 1 B TOBAa, e B [Ka3a ce MMIIPOBM3MpA TI0BeUe, 3a1[0TO
ce IIpaBU I B ipyraTa MysuKa (BK/IIOYNTETHO ¥ B Hall-CTPOraTa), 1a He
TOBOPMM 3a OHE3M IT0-HOBM CPE/ICTBA, KOUTO pasduTarT JIo TO/AMa CTe-
IIeH Ha MMIIPOBM3aLMsATa — a/leaTOpHaTa MysuKa, Harpumep. [JIEBV-
EB 2004: 14-15] ,,JI3TbHUYEHUAT CTyX IPON3IN3A OT USTHHYEHN S AYX,
TV TPAAOBA Jja IPUTeXKaBall JYXOBHOCT, 3a Jla YyBalll foOpe. YcellaHeTo
Ha My3JKaTa He e Helljo OMOJIOr4YecKo, TO € B ChpLETO 1 AyXa Ci... Mo-

10 Jlesmes, Mumuo. XKusort B 33/16. Msgarencko atenmme A6 (Auro Bosnos). Co-
(1)1/151. 2004. ISBN 954-737-437-0
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IapT e Ka3aJl Helllo, KOeTO MHO3MHA CMSTAT 32 IIYIIOCT, HO 32 MeH TOM
e ipas. [lonuramu ro: Maecmpo, kaxea e yenma Ha my3ukamas, a TON
oTBBpHAIL: [Ja docmass nacnada Ha yxomo. Ha 1me yxo obaue? E, yoBex
caM Tps6Ba Jja 3Hae KaKBO MOYKe U KaKBO He MOXKe Jja BB3IIpueMe YXOTO
MY, TaKa 4e MOeTO YXO IIO/Ty4aBa Haclaaja OT e[HN 3BYIV, TBOETO — Be-
POSITHO OT ipyru. 3aToBa TPsIOBa Ja IpaBs HEI[O0, KOETO Ja PajiBa TBOs
cyx, Ho 1 Mos. ETo ToBa 03HayaBa Hac/ajjata Ha yXoTo, TOBa TpsI0Ba fia
npaBu apTuctsr... [JIEBMEB 2004: 19]

»{e6rocH e Ka3ai, ye My3MKara e apUTMeTHKaTa Ha 3BYL[UTe, KaK-
TO TEOMETPUATA € OITUKATA 33 YXOTO... Mora ¢ Mecery fa pascbxia-
BaM BBPXY TOBa 1 Jia He IO pa3bepa, HO ycelljaM C’bC CeTUBATa Ci KAKBO
e uMasn npensup;: Ilpumezamennama cuna Ha 6UPMyo30Mo e CoUul0mo,
K0emo e YUPKom 3a meanama, BUHAZU UMa HA0eH0d, He Heuy0 ONACHO
wie ce cnyuu... Obuuam cmpacmHo my3ukama, 3amoea ce ONUMeam 0a s
0c8060051 om 6e3nnooHUme mpaduyuu, Koumo s 3adywasam. Mysuxa-
ma e c600600HO UNUBAWLO Ce USKYCMB0, M € U3KYCMB0 HA OMKPUmMume
npocmparncmea. (Ie6rocu)“. [J[IEBVEB 2004: 20]

»VIHade KaKbB € CMUCHI'BT Ha My3uKaTa? KoMosntopsr pasmo-
nara ¢ 12-te ToHa, a UBMIBTHUTENAT (He IpKeMaM TOBa MOHsATHe!) Beue
Io7y4yaBa apamxupanu Tesu 12 tona ot Ckapnary, ot llyman unu ot
J>xoH Keitgk. AKo TOJI ce onMTa eAVMHCTBEHO /1a U3CBUPHU Te3u 12 ToHa,
TO JIHEC, KOTaTO KOMITIOTPUTE Ca TONKOBA PasBUTH, KAK'BB I1je O'bje CMMI-
CBHIIBT Ha YOBEIIKOTO MPUCHCTBIE? 3a11i0 MU TPsiOBa a 1306pa3st Hello
U Jja TO HapeKa N3KyCcTBO? A3, aKO MICKaM Jla TO MHAUKYPaM, L€ IOCTUT-
Ha HM TIOBeYe, HU IO-Majiko Tomorpadcky 3Hak. HecnmyyaitHo msky-
CTBOTO ce 6a3mpa Hall-4eCcTO Ha UTpaTa — Ha KOMOPUTA B M300pasnTe-
HOTO M3KYCTBO, Ha 3ByKa B My3MKara, Ha (hopMara, Ha IMHNUATA U T.H.
HecmyyaitHo nouTy Ha BCUYKM €311 JyMara ,Arpa”“ O3Ha4aBa I ,,CBU-
ps — Ha anr/mmiicku (play), Ha ppeHcku (jouer), Ha HeMcKu (spielen), Ha
pycku (urpato) u T.H. CaMo Ha O'B/ITapCKM € MAJIKO IT0-PasinyHo. .. [Ipu
CIylIaHe Ha My3MKa He MOXKEIl /1a OT/e/INII MOMEHTHUTE Ha MMIIPOBH-
3a1ysl OT MOMEHTHTE Ha apaH)KVMMEHT. AKO JIeJICTBUTETHO € TaKa, TOBa
€ Hall-TOIEMMAT KOMIUIMMEHT, KOWTO MOra fia II0y4a, 3all0TO TOBa €
nenra Min... He ye MysukaTa Tps6Ba fja O'bfie HAKaKBa XUTPOCT M MIC-
Tepusi, HO IIOM e UTpa, TPsIOBa fla MMa U U3BECTHA XUTPOCT. Makap
KpartHaTa 1en jja He e xutpocrra.” [JIEBYEB 2004: 22-23]
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»l’Ka3bT He MOXKe [Ia ce onpefeni ¢ exHa xyma. Ho crnen Tonko-
Ba TOAVMHMU OMbCKaHe B Tasg My3MKa MOTa JIa Kaka Bede C I'bJIHA OCh3-
HATOCT, Ye TOBA € My3MKaTa Ha Beka. JI KaTo BCAKO BOflel[0 M3KYCTBO €
6e3KpaitHO KOMITIUIIMPAHO, 3a [Ia C€ MBYUM JIa TO CJIOXKUM B KAKBUTO U
na e fepmHMIIY ¥ HOpMU 32 Hero. Moxke 6 cres 40 TOAVHM TePMUHBT
>Ka3 BBOOIIE Ille M34e3He, HO TOTYHA MY3MKa Ilje MMa BUHAru. Exuu
NVAHNCT B paHHATa UCTOPWs Ha MKasa — ke Por MopteH — e 6un
3aluTaH KakKBo e JI)kKa3, KOeTo e efVH JJOCTa Hecepuo3eH BBIpOC... A
Toit Kasanm: Bcumuko e mkas!“, [JIEBMEB 2004: 64]

Tesu HsKoMKO nyTata Ha Mumdo JleBreB faBat moHe 6eria mpep-
CTaBa 3a [yXa, MOTVBALMATA VI BIIbXHOBEHMETO, KOETO € JIBVKIJIO TO3U
HeyMopuM My3uKaHT. lllacTmuBu ca Te3yu, KOUTO MMaxa BB3MOXXHOCT
[a TO YYAT Ha KUBO...

[TocnepHuAT MHTEpBIOMpPaH OT MeH (MapT 2025) 6e Apyr romam
xomnosutop u gxasMed - AHIT'EJI 3ABEPCKU - cun: HAMA ©OP-
MYIJIA 3A YCIIEX. YCIIEX'BT E HEIO OTHOCUTEHO! Ilo-gony
ca LUTUpaHyu fyMu Ha 3abepcKi, C KOUTO TOJ XapaKTepusupa CBOATA
CBIIHOCT KaTO KO3MO3UTOP U MY3MKAHT.

»HsiMa qacoBe B Tast paboTa (CBMpPEHETO U KOMIIO3MPAHETO), B HU-
KakbB cny4art! ToBa He e MaTeMaryka. CBUPHIL, KOTKOTO MMAI HY)X/a
M KOJIKOTO MMAII IIOTPEOHOCT, B 3aBUCKMOCT OT TOBa KaKBO TpPsi6Ba fia
ceppimmiin. Tatko (Auren 3abepcku — 6aia) e ucKas ga 6'b1a KOMIO3M-
TOp ¥ 3aTOBa yuux kommosunus. Ho a3 nuMax OTHOIIeHNe ¥ MHOTO J0-
6Bbp C/TyX. ... XapecBax 3ByKa Ha roJieMUTe OPKeCTPH, U TO B 3abaBHaTa
My3HKa. ... TeMOpuTe, KOUTO Il MMa B CUMQPOHUYIHMSI OPKECTBP, KOUTO
ca 11 B cepyro3HaTa CMMQOHMYHA My3MKa... Ycellax efjHa cBOOOza, a 1
KaTO MMMAHNCT Oellle MU MHTEPECHO ia HAMAM HOTU mpef cebe cu. Yaex
CM KJIaCVIKaTa, HO MM Oellle CKYYHO Jja CBUPS BCEKM II'BT €HO U CBIIO..."

»CB0OOMa YyBax 11 BIDKZIAX B CBIUTE Te3U OPKECTPY, KOUTO M3-
I'b/IHSIBAXa APYT BUJ, MY3MKa, [Pyra XapMOHNs, HELIO KOETO MU € Xa-
pecBajio — /pkasoBaTa XapMoHMs. V ce yBIM4ax ma CayIiaM MHOTO
JKa30BUTE OPKeCTpH (TON MaK € ChIUAT CUM(OHIYEH OPKECTBP), HO
He CBUPM TOBA, KOETO CBM C/ylLIal OOMKHOBEHO. 3alJ0TO 4yBaM eIHO
TakoBa 6OraTo cbuyeTaBaHe OT 3BYL[M, OT XapMOHMsI, O/IarOPOACTBO...
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mak ¢bpM caywan ¢reitta, KimapuHeTt, 06oit, bpacll... VI toraBa c¢pm cn
Ka3BaJI: 3aI[0 II'PK BAJIIXOPHATA 5 CJIaraT KbM [bPBEHITE NHCTPYMEH-
¢ Karo s crymam, Te, B Iomy/ispHaTa My3MKa M JKasa, s C/larar B
Me[HITe — TPOMIIETM, TPOMOOHM 1 [aBa TaKbB IIPEKPACe€H 3BYK...
[TpocTo MMax OTHOIIEHME KBM OPKeCcTpoBaTa roismMa 3By4HOCT. Op-
KecTpoBO MuciIeHe. Ha MeH He MU e MHTepecHO ToBa. VICKaM TOMAM...
TrOJ/IAM 3BYK."

»VI3rpaiyy CbM MOCT Ha JOBEPHMETO C My3MKAaHTHTe, C KOUTO pa-
60Ts1. JIoKa3aTe/ICTBO e ¥ IOC/IEAHUAT MU MYy31KajleH 1poekT. Koraro
rO 4yX KaTo TOTOB IPOAYKT — KaTO 3aIlUC, KOraTo ro YyX U U3I'bIHEH
B 3aj1aTa Ha KOHIEPT... Ha 0pyeo mupuuie mosa, KoeTo a3 CbM HaIUCAIL.
KonkoTo 1 fja € cepro3eH... KaTo Ka4ecTBO... B CHLIOTO BpeMe 1Ma I JIeK
KOMepCHaJIeH e/IeMeHT, KOJITO He e HaXaJleH, He € IIOCTOSHEeH U pajiBa
xopara.”

»Ha4MHDBT, IO KOWTO IMINA MY3MKa — YMCTO CTUJIOBO, TOBA, IO
KOETO Ce yB/IMYaM — HaBsIBA €UH CAaHTUMEHT M HOCTA/ITVs. 3aIloTo
TOBA Ca IMeCH, MY3MKa, MeJIOAMs KOUTO ca Io3HaTu. Ta mopu u Moute
aBTOPCKM KOMITO3UIIVIM, B HAKAKBa CTEIIeH IM HAIIOMHAT 3a Helllo IIpa-
BEHO I IIPe/NL... IOPY U He TOTIKOBa OTHaBHA."

»MernoznusTa ce 3arybu B JHELIHO BpeMe ITOpajyl HPUIMHNA... Bee-
KI efIH aBTOP ¥ICKa f1a O'bjle OpUrnHaneH. AMa MoXKe /i fa 6'bie opu-
ruHajeH? V TbpceHeTo, 3al0TO TOBA I'BK HM € 3a/I00KEHO B IIPUPOJATa,
B KOCMMYeCKaTa HI IPUPOJA — YOBEK fIa THPCH, [a Ce pasBMBa — 3a MEH
€ MHOTO OIIaCHO. MHOTO TPYAHO ce Ch3flaBa MENIOAMA. A BCEKU MCKa Jia
ch3fazie, UcKa ja Obae opuruHaeH. TpsbBa ga v HAKAKbB TeHMUIL...
CUTYpPHO KaTO MOIapT... KaTo TO/EMUTe... A B JHEIIHO BpeMe TaK1Ba
HsIMA, 3a10TO ChBPEMIETO He TO 03BO/ABA. VI3KyCTBOTO BHPBU B €fjHA
Apyro mocoka. TamaHT e ga Moxkenr Aa cb3gaBain Menmopus! TamaHT!
Bsemnu nHanpumep enviH EHro MopukoHe — cbBpeMeHeH KOMIIO3UTOP.

»A3 He cAlaM [ja KOMIIO3MpaM Hello M fIa Ka)ka — cera Ie Iy
toBa. CsAlaM Ha IIMAHOTO U IIPOCTO CBUPS — HO CY IIPEACTABsM Helllo B
I7IaBaTa, KoeTo cbM uyil. He kasBam, 4e Ije OTKpa/jHa MeTOAMATA, HO CI
IPeACTaBsIM... TO3M 3BYK ¥ I0YBAM Jja IPOOBaM — MCKaM Jja IpuInya Ha

11 Bpac cbcTaB — BUJ, AXKa3 [YXOB OPKeCTBP
https://www.angelzaberski.com/bg/band_info.html
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TOBA, MCKaM Jia IpMIM4Ya Ha OHOBa. Taka ce MOMy4Mxa HAKOM OT MeJo-
ANUTE — II0 MHTePeCeH HauMH — 1 a3 64X macTims!®

»Koraro rmo4sam fia Iuira, OCBeH 4e INIIA HA PbKa, IIOI3BaM U
kommoTbpa. Camo 3a cpaBHeHe. He cbM IpOTHB TeXHOMOTrMmTe. Brk-
JilaM KOJIKO € TIOJIe3HO Ja MOKelll f1a HaIIMILeN Helllo U C HAKAKBB IpU-
MepeH He-JIOII 3BYK Jia ro uyell... [Tomara, momara. /Haue na, MysnkaTa
e B [7IaBaTa — IPeJCTABSILI CH ... 3HAM KaK 3By4u 06051, HO € [pyTro Kato
CM IO ITYCHeII IIPMMEPHO Jia TO yyell. MHOro momara TeXHO/IOTUATA. .

»Kak craBa ToBa — TO/IKOBa (UMM, TOMKOBA KOMITO3UIN, KOH-
nepti... Kak craBa ropa? C MHOI'O, MHOI'O PABOTA - KbPTOB-
CKA PABOTA! M3cTpajan cbM BCAKa eJHa OT MMECUTE C MY3UKAJIHO.
ITocTurHax HAKaKBa CeMIUIOCT — IIPOCTOTA, ACHOTA... [la C1 CBBpIINII
HeIJ0 OTPOMHO U Jja ce e IOY4MIo e yyfiecHo. [IpukmouBa egHa opu-
cesi, efiVIH MIepPMOf B TBOPYECTBOTO TH. EHO My3MKaIHO M3KUBsIBaHe,
IpeXuBsiBaHe...

»Ilybnukara e Hait-ronemusT Kputuk! Hsimam Hy)X/a OT Konmmde-
CTBO Iy0/IMKa — MIMaM HY>K7Ia OT KayeCTBeHa ITyO/IuKa.

»3a JI’Ka3a... HAMePMX B TO3M XKaHP HAuMH Jja ce U3pasABaM, Ha-
YJMH, KOJITO a3 MICKaM 1 MU JOCTaBs1 yAOBO/ICTBHUE. KakBo e fKas... Hello
CBBBPIIEHO, KOETO He MOra fia To ommiia ¢ AymMu. JIKas3sr e... 6ux ro
HapeK'b/1 eAVIH MEeXXIYHApOAeH e3uK. B kasa: Hie cMe CBMpaun — CBU-
PMM fafieHa MeIOAM I, HO HsAMA ITpaBuIa ¥ 3aKoHu. Hiue mak nHTepIIpe-
THpaMe HsIKaKBa MeJIOAMsI, KOSTO obade... HMa 3aKOHU B Hesl... Hsxoit
Jia e Ka3aJl TOYHO KaK fla Ce M3II'bIHABA... [Iak Ma TEeMIIOTO B Hesl, pa3-
6upa ce u... ¥Ma HJIKAKBa CTUIOBOCT — cam6a, 60ca HOBa, PBHK, I T.H.
Vimam mrpiiHa cBo6opa! V1 HuKoil HaMa ga Me ¢bau. B mkasa uma meMo-
KpaTnyHOCT! MHOTO epeTHyYHO 3By4l, HO CMATAM, Y€ CepPUO3HNUTE MY-
3MKaHTU (K/IacM4YecKyTe MY3MKAHTH) IIPOIYCKAaT MHOTO OT KpacuBara
MY3HKa, KOraTo ca 0OpeMeHeH! C IPyTH Hellla, 3a KOUTO Tps6Ba 1a Mu-
CJIAT, CKOBaHM OT KJIaCHYeCKNUTe IMpaBuia. [la muia My3nka, KOATo e 3a
Bur-6enp (koeTo He € MHCTUTYLMSI — TV He CU HAKBAe Ha paboTa) He e
JIeCHO.”

»VIHBEHIIMITa € MHOTO Xy0aBO Ka4ecTBO. Ts1 e BbOOpa>keHneTo Ha
[laJieHV sl MY3UKaHT. VIHBEHIIMATA € HeTOBOTO BbOOpakaeMo MICTIEHE —
JIOK'bJie 1ile Te JJOBefie TO, HaK'b/ie Iife OTUMENI — KAKBO CU IIPeACTaBSIII
B MOMEHTa, KaKBO JMCKAIll Jja M3/Ie3e U3IOf, IPbCTUTE TY, He3aBUCUMO
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Ha KaK'bB MHCTPYMEHT CBMPUIL. 3aKOHNUTE Ha KJIacyecKaTa My3JKa a3
JVYHO TM IpMUjIaraM B JI)Ka30BaTa My3MKa — KOTaTO VICKaM Jja He CBUPS
yonu-yonu (pasmoKbCAHO, OT AHITIMIICKM XKaproH). TyK MHOTO MU e TI0-
MOTHajo cBrpeHeto Ha bax. M ot Tasu rmegHa touka — ma! bax Tpsib6Ba
Jia ce CBUpU — IIOMara, 3a BCUYKO. VI Koraro MUMIIpoBM3MpaM, Jia pedeM,
6anazia, M3MONI3BaM Ta3M TEXHMKA... M MOTA Jja CU JIBVDKA p'blieTe — He-
3aBUCHMO efjHa OT Apyra T.e. nomudoHnyHo! [la M3N0/m3BaM IP'bCTHTE,
Karto npu bax, 1 Ha fsAcHaTa, 1 Ha JIBaTa P'bKa. Xy6aBo e, KoraTo BCUY-
KO € HaBBP3aHO I MIMa eIHO IVIABHO JBIDKEHNE MEX/y pblieTe, HO a3 He
MIC/IS B MOMEHTA 3a TOBa — 3a p’blieTe — 3al0TO Te TaKa ca HaydeHIL.
Mucns caMo 3a My3uKaTa B MeH, T.e. pblieTe MU ca aBTOMATU3UpaHU
(Hay4eHM Ha TOBA), T.e. 32 KpacoTaTa Ha caMaTa MY3UKa, OT 3BYLUTE,
KOWTO M3/IM3aT OT MHCTpYMeHTa. [0BOpeliky 3a XapMOHMATA, OCBEH 3a
MeJIORVATA, XapMOHMATa € MHOTO, MHOTO Ba)KHO Helllo! A3 cbM XapMo-
HIYHO YCTPOEH MY3MKAHT. VIcKaM Jja )KuBes B XapMOHUA CbC cebe cut 1
TaKaBa XapMOHNA THPCA U B My3uKara. ToecT mmporara, efHa ocobe-
Ha mmporta. T4 e... Vickam fa 6’bzie 6oraTa, Taka ia ro yceljam u aa Mu
JOCTaBs TONSIMO YHEOBONCTBYE. ToBa € MOAT KpUTEPUIL, MOAT HaYMH 32
pasbupane Ha MysuKara.”

»3a 13pasa: BpeMeHara ca GWIN APyru... MOAT Oaia Kasparie —
BPEMEHATA CA EJHI M CBIIN! KakBo e 6bAemieTo Ha My3MKara:
Mysuka BuHaru e nMa! B HelltHO BpeMe, BbB BPEMETO, B KOETO >KI-
BeeM HMe, TS Ce IpeBpbllla BbB BU3Ya/HO U3KYCTBO. IMa MHOro 1pe-
Hacuigate... OkasBa ce, 4e BbB BCMYKM BpeMeHa MMa €IHU U CBIII
3akoHM u nHcnupanuu. Heka 3apbplra ¢ mocnanuero Ha 3abepcku: ,,He
Hadckauam cebe Ci... Ho U He mofueHaBaM cebe cu. CMATaM, 4ye CbM CU
TOYHO Ha MsCTOTO! VI TOBa Me Kpemnu 3[paBo CTBIMI Ha KpakaTa CH,
yBepeH B cebe cu, B 3aHasATa cu!”

CrenBaniyTe KOMIIO3UTOPY, KOUTO Iiie OBJjaT BK/IIOYEHU B TOBA
U3C/IeIBaHe ca HAIlM ChBPEMEHHMIM, KOUTO Ca U3I'BIHABAHU U Y HAC
u 3afi rpaHuna. Haji-Ba)XHOTO e, 4e ca IPORYKTUBHM 1 IIPOCTIABAT O'bJI-
rapckara KOMIIO3UTOPCKa HIKOJIA.

[TvpBo me xomenTrpam TEOPITI APHAYIOB. Maxe 6u 3aro-
BA, Ye TOJI eTHOBPEMEHHO INIlle My31Ka, HO 1 0014a 1a MuIlle TeKCTOBe.
Toit e no6Bp paskaspad U B MapTUTypara (T.e. HA My3UKaIHI ICTOPUN),
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HO ¥ Ha 6enusa nuct. HeroBure 4oBeIIKM VICTOPUM Ca BBIHYBAIV 1
pasKasaHy CbC 3BYLY, HO M C OYKBM. A Jany TOBa He € MAEHTUYHOCT
Ha mn3kasa? CamuAat ApHayzos ka3sa: BCMYKO, KOETO CBbTBOPA-
BAM E B HAKAKBB CMUCBII IIOE3MA. A3 CbM ABCOJIIOTHO
YBEJEH B TECHUTE M MHOI'O CJIOJKHWM BPB3KM MEXIY
BCUMYKHN M3KYCTBA. PABOTATA C BCEKM EJVH ITEBEL MJIN
VMHCTPYMEHTAIICT, KOUTO U3ITBIHABA MOSI MY3MKA, E
ITOOOBHA HA JTKOBOBTA!2. [Taniu ToBa gaBa Bede HsKAaKBa IIPeECTa-
Ba 33 IMYHOCTTA HAa ApHaynos. Toil e MHTepeceH TBopel,. Yere MHOTO,
U3K/IIOYUTETHO YyBCTBUTE/IEH, CEH3UTUBEH, BBTPELIHO eMOLVIOHAIEH,
IIPUTECHUTE/IEH, Y0BeYeH... BCMUko ToBa e 0Tpa3eHo U B My3MKaTa My.
Toit e cbBpeMeHeH I0eT C MY3MKa/IHU U3Pas3HU CPeACTBA. ,, /KuBeeilkn
B €/lHa eII0Xa Ha YCKOPEHO ¥ M3KIIIOUUTETHO PasIiMpPeHO PasBUTHE Ha
TeXHOJIOTMNTE HIE, aBTOPNUTE HA MY3UKa, IIONalaMe B efHa IOCTOSHHO
IIPOMEH/IMBA U IIOCTOSIHHO HEeIpMBMYHA cpefia. ... o 3aefHo ¢ ToBa ...
aKTBT Ha MIIC/ICHE Ha MY3MKaTa He Ce € IPOMEHNJI KOl 3Hae KO/IKO JHeC.
Hue cme mopBnacTHM Ha My3MKa/JHUTE TEXHOJIOIMM, KOMTO Ca HABCA-
K'bfie OKOJIO HaC, OOTP'BIIAT HM ChC CBOATA Oe3MPeNIeTHOCT, HallpaBIs-
BaT HAIVTE MVC/IN, YYBCTBA, pasOypaHysi U AeICTBUSA U BUOM3MEHSAT
Hali-0e3amnenanyoHHO OCHOBHM KaTeropuy B My3nKara.”

»A3 IIpO3MpaM BUHATU Te3! JIB€ OCHOBHU CH-OTHACAHMUS KBM
TexHonmoruure. [IppBuden crpax mim 6esnpeneneH Bb3TOpr. Crpax u
BB3TOPT, NOPOfieHN OT Oe3KpallHUTe BB3MOXKHOCTM Ha MHOXECTBO-
TO TEXHOJIOTMYHMU Npucrnocobnenus. Ho B HUTO efuH OT cryvanuTe,
IIOHE He 10 HAKAKDbB KaTeropyMyeH Ha4yMH, a3 He Ch3PAX HAKAKBO I7I0-
6a/THO 1 BU3MOHEPCKO BIDKJAHe OT TUIA HA TOBa Ha bax Hanpuwmep. B
eroxara Ha 6ypHOTO pa3BUTUe HAa BapoKOBNUTe MHCTPYMEHTU MMEHHO
TOJl BBBEXKJA aKTMBHO B CBOATA MY3MKa T€XHMKaTa Ha MOAYy/IalyA-
Ta, @ OTTaM CTaBa M eVH OT OCHOBHMTE 1JIe0/IO3M Ha IIpOMsHATa Ha
CTPYKTypara 1 u3paboTKaTa Ha peaniia My3uKaaTH1 MexaHu3Mu. Hosa-
Ta baxoBa opHaMeHTaIVsA, BbBEX/IAHETO B OPKeCTbpa Ha HENPUBUYHI
3a BpEMETO CU MHCTPYMEHTH ¥ JaBaHETO Ha COMMCTUYHM QYHKIMM Ha
KOHTVMHYO-MHCTPYMEHTUTE Ca CBII0 eHU OT Hall-pajuKaaHUTe XOHO0-

12 Tlymynosa-ITasnoBa, Musnena. [Tocnanus 3a Mysukara — MiHTepBioTa 1 nsbpa-
Hu TekcroBe. Codust, HoB 6bnrapckn yHuBepcuret, 2022.
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Be B My3MKaTra KOUTO TOM ,u300peTsiBa“. Moske 61 ceBaIiMsAT rOIsAM
crparer e berxoBeH.”

,»10Ba ca MMYHOCTH, KOUTO OTKPUBAT ¥ IIPOKapBaT HOBY HauMHM
Ha MUC/IeHe, HOBU CTPATeTMu B TBOpYeCKaTa paboTa Ha KOMIIO3UTOPA.
Hero, koeTo ca mpaBwin mpey ToBa B cBoute obmactu JleoHapno fia
Bunun, Muxkenanpkeno unn Hlekcniup. E, B egun r1obasieH MmiaaH cBe-
TBT Ha MY3MKaTa BCe Ollle HAMAa TaKaBa MOHOINTHA GUrypa, KOsATO fia
ce BIUIETE B HOBUS MY3MKa/THO-T€XHOJIOTMYE€H KOHTEKCT 1 Jla 3aIl04He
Ila TO BUIOM3MeEHs1.

ApHayZioB e IpaBWI MYy3MKa 33 UTPAJHU U JOKYMEHTATHU PUI-
MU, HSKOU OT TAX ca 3a OpuTaHcKusA KaHan Viasat History, pabotn e ¢
leceTKY O'b/IrapCKi TeaTpaHy PeXXMCbOpH B chepara Ha TAHIIOBUS Te-
aTBp, HO U €IHOBPEMEHHO C TOBa, [Py TOBA KaTO OCHOBHO 3aHMMaHIUe,
TOJI IIMIIe MYy3MKa B eAMH TPASUIVIOHEH MY3UKajIeH KOHTeKCT. To3u Ha
KJIac/4ecKaTa BOKa/IHa ¥ MHCTPYMeHTa/IHa MY31Ka. ,HaMupam nmdno
3a cebe CM LISIOTO TOBa MHOTOTOAVIIIHO NOTAIIsIHE B Pas/INYHN MY3H-
Ka/IHM KOHTEKCTH ¥ KYJITYPHM Cpely 3a HeBepOATeH IAHC U M3BOP Ha
BI'bXHOBeHMe. BIbXHOBeHNE, KOETO BIIPOYEM € pe3y/lTaT Ha MHOro-
OpOIHY /IyMaHus B Pa3INIHU KOHTEKCTH, 110 BpeMe Ha MOoU IpebuBa-
BaHIA Ha Hall-pa3nuyHu MecTa no cBeTa — B Ilepcus, Kurait, Vranus,
Mexcuko unm JlatuHcka AMepuKa, B aHTUYHM XpaMoOBe, 110 IBOPOBe U
MaJIKVl YJIMYKY Ha CTApMHHY I'pafioBe, MeCTa, B KOMTO IIOHAKOTra 3acHe-
MaM ¢ ¢poToamnapar IpU4yAIMBY 00EKTH, a TOHAKOTa 3aI1CBaM 1 3BYKa
Ha Tpajja WM IIyMa Ha pasjIMyHuTe ce30HM. ToBa ca CbINO Taka M Jiy-
MAHUs TI0 KHVDKaPHULIM VJIM OMOIOTEKY, IO TajIepUi Y IMHAKOTEKI,
MeCTa, B KOUTO Ce POBSI U3 CTapy KHUTU M/IM aKO MU Ce OTAAJie IIaHca U
PasIMYHU PBKOINUCH.

»Mora fia onpeziens fBe OCHOBHU Hellla, KOUTO Me IIOATUKBAT KbM
TOBOPEHETO U IMMCaHeTo 3a My3uka. OT eflHa CTPaHa, TOBa ca IO3ULINH-
Te M Ha TBOpell, KOUTO HEOTKTOHHO BOJAT KbM MHOXKeCTBO KOMEHTa-
P¥ IO OTHOILIEHNE Ha Pa3BUTHETO HA MY3MKa/THUA U KY/ITYPHUA )KMBOT
y Hac 1 110 cBeTa. MoeTo npebyuBaBaHe B Pa3IMyHy KYITYPHY CPERN MU
e JJaJI0 HeBepOATHIA LIAHC Jja HaO/MogaBaM pasMyHy CUTYAlUM — Ha
pasBUTHE WIN 3aCTOM, HAa YIIAJ'bK UM HA Bb3XOA. KynTypHMAT )XK1uBOT
€ U3KIIOYUTETHO TMHAMUWYEH M TOM HU NMOCTAaBS B €IHA IMOCTOSH-
Ha MHCTIOBHA HeoNpeaeneHocT. Hepsanko Komern ca Me MuTany 3auio
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B Pas/IMYHM TEKCTOBE AaBaM Pas3/IMYHM OTTOBOPYU Ha caMi 110 cebe cu
UJIEHTVYHY BBIPOCK. AMM IIpU TaKaBa HENPEKbCHATO M3MEHsIa ce
JIeJICTBUTETHOCT OTTOBOPUTE BIHATH CJIefiBa [a ObaT pasanaHu.”
»BCIYKO, KOETO CHTBOPABAM, € B HAKAKBB CMUCHT MOE3N.
/3non3BaM TO3M TepMIH Hall-Bede U KaTo pedrexcusa KbM ApHCTOTe-
JIOBOTO IIOHSATHE OT Heropata ,,[Toetuka“ - Ilepi mounTIkig, KoeTo e mpo-
U3BOJHO Ha TIOINOIG — OT IJIaro/Ia Molw — IpaBeHe, cb3faBane. OT Hero
HPOM3/IN3a U TIOHATHETO TIONTNG, KOETO B aHTMYHOTO MUCTIEHE € O3Ha-
YaBaJIo He CaMo II0€T, a IIPe/y BCUYKO TBOPEL], Ch3[aTell, ChYMHUTEN Ha
noeMa/My31Ka, aBTOP. A OTTaM ¥ IIPUIATaTe/THOTO TONTIKOG — TBOpYe-
CKU, TUIOIOBUT, IIPOAYKTUBEH, n300peTareneH, criocoben. ITocrenHoTo
e MOXKe 61 MBK/TIOYMTETHO BaXKHO U a3 IpMeMaM KaTo 0COOeHO BaXkHa
cnocobHocmma 3a IpaBeHe Ha 8Pv3KU KAaKTO BBTPe B CUCTeMara [Ha My-
3MKaral, Taka ¥ ¢ PYTy USKYCTBA WU YOBEWIKN AetHOCTH. [TouTn BBB
BCsIKa ef{Ha TBOPOA, KOSATO ChM HAIMCAJI, IMA ITOETUYEH TEKCT. [laxke u
B YMCTO MHCTpyMeHTanHNUTe. Olie OT MaTbK 05X 3al/IeHEeH OT UAeATa
3a BIIETEHNTe OETIYHY TEKCTOBe B COHaTuTe Ha BerxoBeH. [Ipua-
raM BUHAry TO3M HOAXOJ M TOJ e U3K/ITI0YUTeTHO OmaropareH. Tosa
Cb3/jaBa HEBEPOSITEH KMBOT B My3MKaTHaTa TBOpOa. Bcuuku Te3u cBo-
OO/ HM >KeCTOBe Ha CTOBOTO Ch3[]aBaT efHA HeBEePOATHA PUTMIYHA
KaprTuHa. [ToHsKora, IMIIe K MY3HKa, II0-CKOPO e ycelam, 4e Kato
Ye JIY PUCYBaM 3BYLIM KaTo XyHOXXHMK, HaHACAL] 6aBHO, IpK TOBa 6e3
BCSIKAKBA MTOC/IE[OBATENTHOCT, OT/JE/THUTE LIPUXY, HIOAHCK U 06pasu. B
HOCTIeJHO BpeMe B MHOTO TBOPOM KaTo opraHusupaiy GakTop My Io-
Marar IOeTU4YHM TeKcTose Ha Jlopka, Muxkenanmxeno v Ilexcimp.
IIpu ToBa He TONMKOBA KaTO KOHKPETEeH MOeTnYeH 006pa3s uin ,,pa3kas’, a
0-CKOPO KaTo KOHKPETEH TEeKCT, KOJTO 3BY4! B Chb3HAHMETO MM U MOJ-
peXx/a U opraHmsmpa BCsiKa OTAe/HA IVMHMS, LIPUX, HIOAHC U Hali-Bede
nsnocTHata ¢popma. B eHa oT yactute Ha Bpamume Ha coHA Hanpu-
Mep 3aJl eHa OT BpaTHUTe, KOMTO CIYIIATe/IAT OTBAps, € 3aKOAVpaH
TeKCTBT Ha efjuH OT nocnegHute conetu Ha Oenepuko lapcus Jlopka,
a 3aI7IaByUsATA Ha TPUTE YAaCTY Ha TBOpOATa ca B3eTY OT HAKOJIKO HETOBY
conerta. Tak’pB eVH IOAXON Ha MIUCTIEHE IIPEIIOCTABs K'bM BIIIATAHE-
TO B KOMIIO3MPAaHETO Ha My3MKa Ha Pas/IMuHY PETOPUYHM IIOXBATU U
TOBA BMHATY M€ € CIacsIBajIo OT K/INMIIpaHaTa cKyka... Criopes ApHa-
YHOB MY3UKA/IHVAT €3UK € CJIOKHO CTPYKTypUpaHa CUCTeMa Ha KOMY-
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HYKaLMA. B eI1H Mo-IMpoK CMUCHI My3UKATHUAT €3MK MOXe fia Obe
IpUeT KaTo MeTOJ Ha KOMYHMKAIMsI, KOITO BK/IIOYBA M3II0/I3BAaHETO Ha
Is/1aTa CI0XKHA CUCTEMA OT OTHOLIEHMS MeX/ly 3ByKOBUTE CHOUTHA 1
OpraHusanysATa Ha TAXHOTO JIOTMYECKO IpoTHnYaHe. ,Cb3gaBaHeTO Ha
OT/IE/THOTO 3BYKOBO CBOUTHE IIO CBOSTA CBHUIHOCT IPEACTABIIABA €HO
CTI0OXKHO 06paboTBaHe Ha 3BYKOBIUA Marepyan U paboTa Mo M3rpaxkyia-
He Ha HeroBara TeKcTypa. Helrjo moBede, Hapes ¢ ToBa 06pabomeare Ha
3BYKOBUTE CBOUTUA U Op2aHU3UPAHeMO Ha TAXHOTO IPOTHYAHE KOM-
HO3UTOPBT Ce 3aHMMaBa ¥ C Pa3INIHNATE CHOTHACSHIS 110 OTHOLIEHNE
Ha JICHOTalL[MATa ¥ KOHOTAlMATa Ha 3ByKoBMs Martepuas. Hero, Koeto
BCBIIHOCT He Ce C/Ty4YBa IOC/IeOBATE/THO U He MOoxce ia O'bie TIOTYNHe-
HO Ha KaKBaTo U fia Omia CucTeMa OT IpaBuiIa, KOUTO Ja Obar cien-
BaHM 3a IIOCTUTAHETO HA KPAaeH Pe3y/ITaT — TOeCT Ha YCTAaHOBABAHETO
Ha, []a TO Hape4yeM YCTIOBHO, ,TBOPYECK aITOpUTBM . BcuuKo ce IBIDKM
U paboTy KaTo 4e M B €fVH BUXDBP OT 3BYLM, KOWTO Ce OpraHmu3npa
HOCTEIIEHHO B eIHO CAMONOopaxdauo ce TOTMYECKO IIPOTHYAHE HA 3BY-
KOBU CBOUTHS, 006pa3yBaly MHOXXECTBOTO OT BCUYKY 3BYKOBM TOUKM
Ha KopIryca Ha TBopbara. Heka cu mpeacraBum TBOp6aTa — mpu T0Ba
CBHBCEM YCIOBHO — KaTO eJHO KBbI00, KOeTO Ch3faBa 00pasu, 4neTo
Bb3[IelICTBYE BHPXY ayfIUTOPUATA BOXU IO Ta3M Bede KOMEHTHPAHA
OT MeH TpaHchopMupama KomyHnkanusa.“ Criopen ApHayIoB BCAKO
€HO CTBIIA/IO € M3K/IIYUTETHO TPYSHO IpU CHTBOPSABAHETO HA €HA
TBOp6a, HE3aBMUCHMO 3aK'bjie € HACOYeHa..

PAVIHEP BUIIO® (Rainer Bischof) ot Asctpus

3A U3KYCTBOTO U 3A MY3VMKATA. MY3MKATA 3AEMA
OCOBEHO MACTO B YHOBEIIKOTO ITPOCTPAHCTBO... KOJIKO-
TO IIO-CBOBOIHA E CTPOITOCTTA HA ®AHTA3VATA, TOJIKO-
BA ITIO-CTPOT'A E CBOBOJIATA HA PA3YMA!3

Paitnep buiod e foxTop XoHOpUC Kay3a Ha HoB 6bnrapcku yHu-
BepcuteT. Toll Bede MHOroKpaTHO mocemasa HBY u usHaca nekuum
Ipef, CTyfleHT 1 foKTopaHTu. JKuBee BbB BueHa, xommosupa. 3amna-
JIeH 3allMTHMK Ha KIacudyeckaTa MOJEepHa MHCTPYMEHTaIHa MY3MKa.
Mennmxbp Ha BueHckara ¢unxapmonus guiaru roguuu. VIHTepecHa

13 Bumog, Paitnep. 3a esponetickus oyx. Usparencrso ,,Ji-p ViBan Boropos®, Co-
¢us, 2010.
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JINYHOCT, CTAIKOYMEH, eMOIVIOHaJIeH — TOV M3UT'PaBa CBOMUTE JIEKI[MN
U BIeYaT/IABa crymarenute cu. Ho bumod e n equn cepuosen ¢uo-
cod - KOJTO IpaBy HEMPEK'bCHATY OLUTH Jja 00eUHY My3UKa 1 GpuIo-
codus U fa HaMepy NPaBWIHNA CMUCHI Ha My3UKaTa B TO3Y OOBPKaH
" 6e31[eHHOCTEH JIHellleH CBST. ,A3 ON3BaM AyMaTa ,,KOMIIO3MpPaM™
KaTo IOHATHE 32 JAEITHOCT, KOATO IMPOU3BEXKAA M3KYCTBO M KOATO
npugaBa o6pas, Gpopma Ha ,,Toe3nATa"... U3AUTaAHEe HA OTKPOABAILO-
TO Ce OT MPAKTUKATa MOHATHE ,TexHe . ToBa ce M3BBPIIBA B CMUCH-
JIa Ha TPaHCLeHAMpPaHe Ha M3KYCTBOTO, a MMEHHO 4Ype3 OHas3M I0e3Ns,
KOATO IPeCTAB/IABA IIPEeMIHAJIATa IIpe3 JyXa YOBellKa AeiHocT. [BJ-
IO 2010: 97]

»KOMII031paHeTo e IyXOBHO 3By4all COMbCHK Ha YOBEKa C HETo-
BUS CBAT. YIAQPEHMETO JIeXXV BBPXY HETOBM CBAT, 3aIOTO TOJl He IO
VIMUTHpa B CMUCB/Ia Ha CPEJHOBEKOBHOTO ars imitatur naturam, mpo-
M3JISI37I0 OT MAESsITA 33 Pefia ¥ apUCTOTeNN3Ma, a 'O Ch3JaBa 3a cebe cu
U - TIOHe TaKa ce HaJsABa — 3a Apyrure. Bepay ro e popmynupan MHOro
CIIOTyY/INBO, Ka3BaliKyl 4e Ch3[aBaHETO Ha TBOPYECKAaTa IEVICTBUTEN-
HOCT Tpsi0Ba Jja ce OLIeH) MHOTO IT0-BMCOKO OT MMUTMPAHETO Ha IpH-
ponara. B ToBa OTHOIIEHMe BCAKA TBOpYECKa AEMHOCT TPAAMUIVIOHHO
ce pasryexxja B mapanena deus artifex — homo artifex. Bcsixo HanmoMHs-
He 32 CaMOCTOJHAaTa YOBEIIKa JAeHOCT Ha homo artifex B cMUCHIa Ha
moesyca MM M3ITIEX/a KpailHO Heobxommmo. Tasu [1eifHOCT BK/TIOYBA
CKPOMHOCT U CMMpeHNe TIpef Ch3[a/IeHOTO M IIOCTUTHATOTO IIpefyl Hac
U CBIEBPEMEHHO CAMOYYBCTBIE, YBEPEHOCT, e TBOPEL'BT € CIIOCOOeH
f1la 0OXBaHe CBeTa 1 CHLIECTBYBAHETO B 3BYLIY U [Ia 3Pa3y HEILO C THAX.
... AKO He e Ha/MIle TBOPYECKM IyX U MOTMBALIM HAa KOMIIO3UTOpA a
CbOOIIABa HEILlO C My3MKaTa CI, Ia IOKaXke CBOeTO A3, MacuTe OT 3BY-
1y ana Manep v uaniucanuTe HOTH ana BebepH ocraBar npasuu. U Be-
OepH, 1 Marep, 3a ja OCTaHeM NpPU Te3M ABaMaTa IMTAHTH, U3II'BIBAT
TOHOBETe CbC CBOSI BBTPELIEH JKMBOT, IOPY ITIOBeYe: BIBXBAT >KMBOT
M TOBA Ce ycellla B 3By4eHeTo. Mysukara UM e ChbeAMHEeHa B TI000B C
BCUYKO )XVBO, 3aI[OTO CAMU Ca Ch3[ja/IN TO3M XXKUBOT. TyK ce 0befuHs-
BaT €TMKaTa U eCTeTMKATa — Ja>ke aBTOHOMHUAT TBOpell OT Hall-HOBO
BpeMe He e 0cBobofeH ot Mopana. He ca HacTvimim npomenu B Kan-
TOBOTO CMMBOJIHO CB'bp)KaHJe Ha KPacUBOTO B HPaBCTBEHOTO (§ 59,
Kputuka Ha cioco6HOCTTaA 3a CBX/jeHMe): aKO KPacUBUTe U3KYCTBA He
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B/IA3aT B a/leYHa VIM O1M3Ka BPb3Ka C MOPA/IHU MJEH, KaTO CaMy IO
cebe c1 IpeAU3BUKBAT JOOPO OTHOLIEHME, TOBA Iile € KpasAT uM. Te 1e
CITy>KaT caMo 3a 3abaBJIeHMe I 1l ca TOTIKOBA [0-He0OXOAMMI, KOIKOTO
HOBeye 'l M3MOI3BaMe, 3a [a IIPOTOHMM HeJOBOICTBOTO Ha JyIlara OT
camuTe cebe CI1, KOETO HM Kapa Jia ce YyBCTBaMe Ollle [0-0e3I0mesHn 1
HeJIOBOTHN OT cebe ci.“14 ... K'bM MCTMHCKATa MHTeNIEKTyaTHOCT BIHa-
TU Ce TIOCTaBsI M3UCKBaHe Jja O'bfie YMCcTa XyMaHHOCT. ... Hy>xHa e cMe-
JIOCT Jja KOMIO3Mpall, 6e3 ia IbKelll: B TO3M PUCK II0JI3aTa 11 Bpefjara ca
TaKa TSICHO CBbP3aHI, Ye HAMCTMHA € 3arajiKa 3aljo MPOofb/DKaBaMe Ja
ro npaBuM. Tyk obade 3arl0uBa HOBO IIPOCTPAHCTBO, KOETO CTOM HAf
€CTEeTNYECKOTO: MMPOCTPAHCTBOTO Ha Mopana. EfHo e curypHo: doBek
Tps106Ba f1a ro MpaBy, 3al0TO, KaKTo Ka3Ba VIHre6opr baxmaw: ,Hue ce
HY)KZIaeM OT MY3MKa. 3aIUIaliBa Hy IpU3paKbT Ha 6e31yMHMs CBAT. 15
[(BMIIO® 2010: 104-105]

»KaTo 3aKmrodyeHue mme ce ocMens ja gepuHNpaM 3HAYEHUETO
Ha JUaTeKTUKATa MEXAY U3KYCTBO 1 (pumocopus 3a MOMTE KOMIIO-
sunym. Cves Ha Kaxka, 4e pumocodpusAaTa ce pasTBapa B CTPOTOCTTa
Ha pa3yMa, a M3KyCTBOTO ce IOABABA B cBoOoaTa Ha daHTasuATa,
IIPY KOETO CTPOTOCTTa M CBOOOMIaTa ce 00yCIaBAT B3aMMHO. B kpaii-
Ha CMeTKa 32 MeH Ba)KM CTIeJHOTO: KOIKOTO II0 CBOOOJHA € CTpo-
rocrTa Ha (paHTa3MATA, TONKOBA ITO-CTPOTa e CBOOOaTa Ha pasyMa.
Cpiio u B u3KycTBoTO.“ [BVIIIOD 2010: 127]

AKo ce onTaMe fja HAIIPAaBUM CUCTEMEH Iperie]l Ha OTHOLIEHe-
TO MeX/y e3UKa U My3MKaTa, ce O/Iy4aBaT CIeAHUTEe IPUHIVIIN U OC-
HOBOIIOJIaralIlM TOYKY, criopen bumod:

1. Mysukara Karo e3uMK: TyK murtaMe 3a (pyHmaMeHTamHO-u-
70cOo(CKNA KOPEH Ha MYy3MKaTa M e3MKa U U3C/IefiBaMe OTHOLICHUETO
MeXJy e3UK, JyX 1 Mysuka. Heobxopmumo e pyHmamMeHTanHo punocod-
CKO M3CJIefiBaHe, 3a Ja ce pasbepe KaKBO BCHUIHOCT MPEACTAB/IsABA M-
3MKaTa B XyMaHUTApPHOTO IIPOCTPAHCTBO. VIMa 11 Hee3nKoBa My3MKa,
VLU TIO-KOHKPETHO: € /I My3MKaTa TOJIKOBa He3aBUCUMa OT e31Ka, 4e
61xXMe MOITIM Ja s 0603HAYMM KaToO Helo, KOEeTO HAMA HUILO OO0 ¢
e31Ka; VI My3MKaTa e BIUHATH e3UK, 3alj0TO Ts MHave Oy 6uma Hefoc-

14 YImanyen Kant. Kputnka Ha cioco6HOCTTA 3a ChXXAEHNE.
15 Yure6opr baxman. UynHara My3uka.
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TBIIHA 32 YoBeKa? EfjBa Korato BHMKHEM BbB (yHIAMEHTATHUTE IPO-
671eMM Ha TOBa CHOTHOIIEHME, Iie O'bJje Bb3MOXKHO fla C€ HACOYMM KbM
dunocodckoTo nscneBaHe Ha BTOPYS KOMIUIEKC.

2. MysuKa M e3UK: Ta3y 4acT 1Lie Obie pasMUCDHI BBPXY CIeL-
GUYHOTO OTHOIIEHME MEXIY Mys3MKata U ocobeHnus esuk. ITo KakbB
Ha4MH ce 00yC/IaBAT B3aMMHO MYy3MKaTHUTE GOPMU M OCOOEHMAT e3UK?
1 ome egyH MHOTO CIIeIa/ieH BBIIPOC: € JIM OCOOEHUAT e3UK paslin-
pABaHe Ha MY3MKaJIHNUTEe M3Pa3sHU BB3MOXKHOCTH?! TyK ce pasriexpa
IPVHIVITHO OTHOIIEHVETO MEeX Y YMa ¥ TOH.

3. Mysuka 4pes e3MK: Ipo0/IeMbT 3a BepbanusanysaTa Ha Mysu-
Kara.

Criopep efHa KMTalicKa IIOTOBOPKA He My3UKaTa MjIBa OT TOHOBe-
Te, a TOHOBETe MABAT OT My3MKara. ,B 6e3kpailHOTO pasHOOOpasue OT
IIyMOBe ¥ 3BYLM B IIPMPOJATa MY3UKa/JTHUAT TOH nuicea. Hama mbr
HITO OT IIeCeHTa Ha C/IaBesi KbM MeTOAMATA, HUTO OT JIACHETO Ha YaKa-
Jla KbM My3uKanHata ¢pasa.“1® Ot Tasu IefHa TOUKa MOXeM ja 060c-
HOBEM CIeIM(PUIHO XyMaHHOTO B My3MKaTa: TSI He e IIPOCTO 3By4eHe B
CMUCB/IA Ha TIOPEAUIIA OT 3BYIIM, KOATO CaMa Ce XapaKTepusupa 3ByKO-
BO, HAIIPMMep B TeMIICPUPAHMA CTPOJ Ha TOHAJTHOCTUTE, a € [YXOBHO
IpefaBaHe Ha e3MK, IEITHOCT Ha JIOTOca B [yXOBHO 3ByYala o6/acr,
KOATO HapuyaMe My3uka. CMIUCHTBT Ha My3UKaTa, a OTTaM M XyMaH-
HaTa NpeTEeHIVs Ha MY3MKa/JHUA €3UK UM MY3MKa/JHaTa M3PasHOCT,
T Hap. KOMYHUKAIIM:A B HAli-IIMPOK CMIUCBII, Ce HAMVPAT 10} 3HaKa Ha
IpeANoCcTaBeHNA CMICH U 3By4Yalo 6utie. Tasyu ocHOBHa ImpobeMa-
THMKA B My3MKaTa OTKpMBaMe KaTo JVaJeKTNIeCKO OTHOILIEHME B I1apa-
JIeTI C AMaeKTUKaTa Ha TyXOBHOTO B e3uka.” [BMIIIO® 2010: 91] Tosa
MOXKe Ia CMATaMe 3a eCTeCTBEHO 3aK/Io4yeHMe Ha buirod 1mo oTHole-
HIfe Ha MUC/ICHETO My 3a My3MKaTa KaTo ¢p1aocod 1 KOMIOSUTOP.

EcrecTtBeHo, Tps16Ba ja ce 0ObpHE ¥ BHUMAaHNe Ha HOBUTE KOMIIO-
3UTOPCKU T€H/ICHLINIA...

CIIMO JTIA3APOB - xoMmmnosutop, HO U WHXeHep. Herosu-
te nymn YOBEK'BT 3ATBOPU 3BYLIMTE B MAIIIVHN. YOBEKBT
IMOOPENN 3BYUMTE M I'1 ITPOTPAMIMPA KATO MHJKEHEP, 3A

16 Bukrop Llykepkanmr. 3a mysukanHoro muciere. (Viktor Zuckerkandl 1896,
Vienna - 1965, Locarno)
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A T OCBOBOAN CJIE[] TOBA KATO APTUCT HA IYXA I MY-
3UKAHT, CYYIINI BEMHUTE TPAHUIIN’ ca ocHOBa Ha Herosara
MHCIMPALNs 32 TBOPYECTBO. ,CTpeMs ce Upe3 eIeKTPOHMKATA U KOM-
HIOTHPHOTO MY3UIMPaHe MOsITA My3MKa a O'b/ie JOCTBIIHA [0 CIyIla-
TerA. JJa ce HOOMVKY MAaKCUMYM [0 BCeKI Y0OBeK B 3aaral [la yyBcTBaM
peaknyATa Ha IMy6nmKaTa 6/1M3Ka O MOETO ycelljaHe 3a Bb3felicTBue!
Ila BYOKZIaM CBb/I3U B OYMTE U BB3I/IACUTe Ha ofobpenue. ... He camo re-
puoyia Ha YCHBBPIICHCTBaHE Ha eJIeKTPOHHNUTE MHCTPYMEHTH U COPTY-
epa 3a TAX Oellle JOCTaThYEH apryMeHT Jla MOXKe JIHeC eleKTPOHMKAaTa
Jia CTaHe Hepa3pyBHA YacT OT eKeJHeBHO 3By4alllaTa My3VKa/IHaTa 3BY-
KOBa KapTyHa. HOBEK'BT ,,y3ps” 3a Bb3MpreMaHe Ha Ta3) 3ByKOBa Cpefia.
Kpurepunre ce mpoMeHuxa, cryxa CTaHa IIO-4yBCTBUTeENIEH, Omaropa-
peHye Ha HoBUTe TexHonoruy. CITyXOBUTe HM PelLielITOpy CBUKHAaXa C
HOBUTe YC/IOBM 32 Bb3IIpMeMaHe Ha 3ByKa.”

»My31KaTa KaTo ICUXO(pNU3NONIOTNYHO SAB/IEHNUE B CBITHOCTTA CU
e ycelllaHe U KaTo YacT OT M3KYCTBOTO CBII[O OTpa3siBa pasHOoOpasie-
TO ¥l MHOTOCTPAHHOCTTA Ha eJIeKTPOHHATA epa, B KOATO KUBeeM — epa
Ha CUHTe3, Ha C/IMBaHe, Ha cOMMKaBaHe, HA KPBCTOCBAaHe JI CMECBaHe
Ha MY3MKaJTHU CTUJIOBe. B TO31 mepros Ha HeOOMKHOBEHM MI3MEHEH N,
pa3BUTNE HACT'BIIN 1 B UBI'BIHUTEICKITE CIOCOOM ¥ IIPUIIOMU, U B 13-
pasHuTe cpencTBa. KauecTBeHO HOBM M3pasHMU CPECTBA Ce NMPEROCTa-
BJXa OT allapaTypaTa 3a CMHTe3 Ha 3BYK."

spe3 KOMIIOTBPa KOMIIO3UTOPBT M3IIBIHUTEN Cb3[aBa HOB
3BYK, OpraHM3Mpa 3ByLMTe B KOMIO3NLMA. VIsrpaxcja KOMIIO3UIATA
Ha IPUHIMIINTE ¥ [IpaByIaTa Ha TEOPMATA Ha My3MKaTa B )KaHPOBO I
CTM/IOBO OTHOIIeHNe. PeXxncupa 3ByKOBO IISI/IOCTHATa 3BYKOBA KapTu-
Ha. [IpaBu maprtutypen sanuc. KoMnosutopsr Moxe Ja 4ye Kak Ipu-
O/M3UTENTHO 1iie IPO3BYYM HETOBOTO HOBO IIPOM3BefeHNe U3IIBTHEHO
or MUV wmn ceMnnmpaHms OpKecTbp (CeMITHI — 3alNcaH NpenBa-
PUTENTHO 3BYK Ha aKyCTMYeH MHCTPYMEHT WM MHCTPYMEHTH). ,,JoBe-
KBT OPKeCTBP“ — B TOBa Ce ChCTOM ,MUCTEPHUATA" HA KOMIIOTHPHOTO
KOMIIO3MpaHe M MysuunupaHe. Envn tBoper npasu Bcudko. Tpsadsar
MHOTO IIO3HAaHNUs ¥ B MY3MKAa/IHATA, M B TeXHOJOrM4YHaTa ob6actT. bes

17 I_II/[TI/IpaHI/[Te AyMI Ha Cumo HaSapOB ChIJO Ca OT MHTEPBIO, IIOMECTEHO B KHI-
rata Ha lllyurynosa-ITaBnoBa, Ilocnanus 3a mysukama. Unmepsioma u usbpa-
Hu mekcmose. Codus, Hos 6bnrapckn yansepcurer, 2022.
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MY3HUKaTHUAT QyHAaMeHT ropen3OpoeHNTe AeTHOCTY OJIEKBAT M BUCAT
B IIPOCTpaHCTBOTO. TpsibBa HempectanHO y4yeHe! ToBa Bede He e MICTe-
puisi, @ OpraHM3aL s Ha IOAXOAMTE 3a OB/Ia/IsIBaHE HA HOBY TEXHOJIOT U
M ChBPEMEHHM M3UCKBAHMUs 3a cayHp (cayHp e crierududaHa gepuHu-
IV 32 pea/lu3MpaH 3BYK 3a OIpefie/ieHN )KaHPOBe U CTU/IOBE).

»10Ba, 4e My31KaTa, [IYICAHA OT MEH, € e/IeKTPOHHA VI CUHTEeTHNYHA,
He M3K/II0YBa (aKTa, de a3 ce IPUAbP)KaM KbM IPUHINIINTE U KOHTEK-
CTHTe Ha K/Iac4YecKara MHCTPyMeHTa/IHa My3HKa. ... MHOroo6pasueTo
Ha KOMITO3MIIVIOHHNUTE NHTePeCH 03BO/IsIBa MAKCUMA/THO pasrpbliaHe
Ha 3ByKOBAra IIAPTUTYPA U IIPOBOKIVPA PELNIIA HOBY VN Vi PEIIeHISL.
Bewuku 3BYKOBU Mzeyt MOTart fja O'bfiaT Bede peann3upaHu o Ipefena
Ha JKeJIAaHMETO Ha KOMIIO3UTOpA Ha eJIeKTPOHHA ¥ KOMITIOTbPHA MY3U-
Ka C BCEOT/aeH [yX, KOMIIETEHTHOCT 11 KpeaTuBHO chrpudactie! VI cbe
CUTYPHOCT — Ha/In4ue Ha mocnanue! To e HepaspyBHO CBBP3AHO C He-
00X0aMOCTTa Ja Obel pasopan! ... A HMMa TOBa He € ¥ Haji-BelTNKO-
TO MOCTaHNMe KbM XOpaTa — Ia HaKapall CTyHIaTeanTe U 3pUTeNTe
fla yceTAT AUHAMUYHUTE IPOMEHH, 1a ChyMeell /ja '/l IPeTBOPIII B
MY3MKa, Aa M3IUTHEII CBOATA AYXOBHA KYITYypa A0 NUeJecTana Ha
BCEMMPHOTO ¥ [1a IO A eIl Ha Xopara.”

»JIMYHNTe MU IOCTIAaHMS K'BM CIylIaTennte u sputennte? [la mo-
BsIpBaMe Ha HeMOOeAVMIs YOBEIIKM AYX, KOWTO BUTAae Y BCMYKM HAC,
Ha BeJIMYNMETO HA IPMPOJATA, BH3BUCIBAHETO HA YOBEIIKUTE Ul
HeOoOXBAaTHOCTTA Ha HAIIETO Ch3HAHIE 3a MY3MKATHO IIPeCch3afieHu C
TPaJiULIVIOHHY ¥ CbBPEMEHH M3PasHM CPECTBA, Ype3 KOUTO Ce IIPeHa-
csiMe BBB BeereHara Ha acolyanymnTe, oTamsiMe ce B arMocdepara Ha
MMarMHEePHUTE IPeACTaBy ¥ Ce M3MUraMe Ha IyefiecTana Ha YOBelIKaTa
fo6pora. ... MysnKaTa ChlecTByBa Cpef CHMPAIN M KPBroBpaTi 1 3a
/ia TY OIIO3HABAIIl, € HEOGXOANMO Aa PasMO3HaBalI TOAMOTO B MaJl-
KOTO, KOHKPETHOTO B HeroBaTa aGCTpakIMsA M CBOETO MACTO Cpef,
TaX. JIuteparypara paskassa ucropuu. JKusomnmucra pucysa meitsaxn
u 6arpy Ha OTMMHA/IM BekoBe. Ho camMo MysmKara M3nsBa gynrara Ha
BpeMeTo 1 HeroBuTe Xopa. CpHyBa rmacoBete Ha Kocmoca 1 3Besfure,
3a [ja TU 3aIulle, M3CBUPY 1 usliee ¢ BboOpakeHne. CTpOroct u Bup-
TYO3HO OCBOOO)K/TaBaHe Ha eHeprus M YyBcTBa. ToBa e My3mkara!“
Cuan nymu kassa Cumo JIa3apoB, KOMTO MOTarT fia ca JIiije Ha HeroBa-
Ta IYXOBHA CBIJHOCT KaTO TBOPEL] ¥ KOMIIO3UTOP.
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CTE®AH OPATOCTHMHOB - ETHO OT MI3KOHHUTE ITPA-
BA HA M3KYCTBOTO: OA OBIIAPBA - TTPOCTPAHCTBO U
BPEME.!® Cnopen xommosnTtopa TBOp4eckute meramopdos3n B pas-
HOJIVIKVTE THPCEHNs Ha efVH KOMIIO3UTOP Ca MHOTO MIHTepeCHa TeMa,
HO TOJI ce BB3['bp)Ka Jia IIPaBy reHepaIHy 00001eH s, 3a1I0TO CMTA
TOBA 32 ,,0IIpeJie/IeHO VHAVBNYa/IHa, TBOPYECKO-eMOIIOHATHA, (IIO-
codcko-ecTeTnYeCKa, yXOBHA, MOpanHa Teputopus . KoMmnosutopsr
CredaH ,9eTen TeKCTa; CXBAIAll MOATEKCTAa; ¥ ThPCHUII MPeTeKCTa
Ia My BUPUILI KOHTEKCTA". ,,A3 KaTO KOMIIO3UTOP C MOT/IEN Ha3al KbM
BCUYKITE MU TBOPYECKM KPUBOIMMYEHUS Ce BB3ABP)KaM Ia CBbpXKa B
obia ,,IIpecevHa TOYKA, pa3HOMOCOYHUTE ,,KO3U MIBTEKU , TI0 KOUTO
CBM ILII'BKAJI. BipodeM mpeceyHaTa To4YKa € CaMMAT aBTOP. ... XMOPHA-
HOCTTa He e HampaB/lIeHue B My3ukara. - Iloemam oTroBopHoCT 3a
u3pedeHoTO. - VI BeposATHO HAMaA Aa 0bAe HuKora. Ta e mo-ckopo
MHTepecHO TBopYecKo OTKnoHeHue! V cropes MeH eIVHCTBEHO Ba-
JKEH e KPallHMAT TBOPYECKM pe3y/ITar.”

3a Hero MysmKara 1Ma JBI00KO ,BBTPEILIHO OCMICIIEHO JIBIDKE-
HJE“ Ha MHOTOIIOCOYHOCT B IIPOCTPAHCTBOTO (monureMnus)‘. ,,B3upa-
HEeTO Ha Y0BeKa Ype3 M3KYCTBOTO B MOMUTEMINYHUA CBAT CHINECT-
BYBa ollle OT BpeMe OHO. ... MosATa My3HKa e MOATa rPakKFaHCKa O~
3unmsa.“ Takss e Credpan [JparocTHOB — siCeH, TOYEH, OTKPOBEH — U B
My3MKaTa CU, ¥ B IMaJIOTa.

3AK/IIOYEHUE

Mysukara e Benuko u3kycTBo. Hsma xuBoT 6e3 mysuka. Ha-
BCSIK'bIE TSI HU OOTP'bIIa, OII'B/IBA, HOCAXK/IA, IPEeYN MIN [IOMara, pas-
CTpOJiBa MM HAITBTCTBA, BABXHOBSIBA MM TOPMO3K... Ho BuHaru HK
IpUB/INYA, TIOAKYIIBA, IPMMaMBa, IPOHK3BA, IpeB3eMa. AyIUTOPUITA
e TIO0MMTCTBaIa KaK TOYHO Ce IpaBy Mys3uKa. 3anuBaT HI ¢ MHDOp-
Mauus, B KOSITO € 3araTHATO Hello MMKAaHTHO, HO PSAMIKO MMaMe Bb3-
MOXKHOCT Jia HaJJHUKHeM OTBbJ mobonutHuTe pakru. [Ja 6baem gact
OT TBOPYECKMSI IIPOLIeC Ha TONIeMIUsI MY3UKAHT — TaM, KBAETO Ce paK/a
IO/IIMOTO U3KYCTBO, e mHOTO BBAHYBaMO. J]a mpUchCTBaMe, A

18 TekcToBeTe ¢ M3Ka3BaHMUs Ha HpaI‘OCTI/IHOB CbIIO Ca OT KHUIraTa Ha HIYIJ.IY]'IO-
Ba-IlaBnoBa ITocnanus 3a mysukama. nmepsioma u uzbpanu mexcmose. Co-
¢us, Hos 6brrapckn yHuBepcuret, 2022.
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YCETUM MOTUBUTE ¥ ThPCEHMATA, My3MKaIHATa MUCIOBHOCT Ha TeE3M,
KOMTO OlIe NPVDKMBE Ca CTAaHA/IM 4acT OT BUCOKATa KY/AITypa He cCaMO Ha
bbarapus, Ho 1 Ha CBeTa, € ujeATa Ha TO3M KPaTbK TeKCT. VIHCTpyMen-
Ta/Ha My3MKa ce IpOMeHs IIpe3 BeKOBeTe 3aelHO C HeMHUs KOHTEKCT
B Hall-IIMPOKNA CMMUCH/ Ha TOBA MOHATHE. YeCcTO y KOMIO3UTOPBT Ce
IPeIUINTAT fIBa CBATA — HA My3MKaTa I Ha CJIOBOTO (Cpellja Ha My3MKaTa
cbC c10BOTO). Iloka3aHa e TAXHATA IVIefHA TOYKA K'BM HA4MHa, 110 KO-
TO pa3bMpaTr CMUCHIIA HAa CBOETO TBOPYECTBO, CHIHOCTTA HA TAXHATA
My3UKaJ/lHa MHTepIIpeTalys, TAXHOTO IpeXXNBABaHe. [Jany samoro ca
TPaHWYHY C T€HNA, VN 3apafiyl CBOATA CKpUTa B TEKCTOBETE YYBCTBY-
TETHOCT U J'b/I00YNHA, Te TI0Ka3BaT efHa 6e3KpailHOCT B 3HAUEHUETO U
CMICB/Ia HAa My3JKarTa.
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NETUTUMUPAHE HA POK KYATYPATA B
BbATAPCKATA MY3UKAAHA CPEAATIPES
[MbPBATA NMOAOBWHA HA 70-TE TOANHN

HA XX BEK

HEJIN MAPMTHKOBA!

THE LEGITIMISATION OF ROCK CULTURE IN THE
BULGARIAN MUSIC SCENE DURING THE EARLY 1970S

NELI MARINCOVA?

Pesrome: B moxnaza ce pasriex/ja cb3fjaBaHeTo Ha Mafexxkus
KOHKYpC 3a 3a0aBHa IIeCeH KaTO KYATYpHa MHCTUTYLUA Ha O'bII-
rapckusA poK B IOC/IefBalINTe OBe meceTuneTusd. Vsciensar ce:
CTWINCTUKATA, 3BYKOBaTa Cpefja ¥ BOKA/IHO-MHTOHAL[MIOHHATa
ecTeTVKa Ha BOZeLM 3a Iepuopa ¢opManuyu. AHaIM3Mpar ce
IPOU3BEJeHN, YOCTOBEPABALIN CTUINCTUYHNUTE CIeNVPUKA B
HanpapieHneTo. VI3ACHABAT ce mMpoLecuTe M My3SUKaJTHOTO pas-
BUTHE Ha BI' pOK M3KycTBOTO 32 IIbpBaTa IOJIOBMHA HA JIeCETU-
TIETUETO ¥ MACTOTO MY Ha CB€TOBHATa KapTa.

Kntouoeu 0ymu: 6bnrapcky pok, KylITypHa MHCTUTYLMA, CTHU-
JIUCTUYHY CrienyuKkm

1 I-p Henn MapuHKoOBa e I7TaBeH aCUCTEHT B AemapraMeHT ,Mysnuka“ Ha Hos
6birapcku yansepcuret. E-mail: n.marincova@abv.bg

2 Dr. Neli Marincova is a senior assistant professor in the Department of Music
at the New Bulgarian University. E-mail: n.marincova@abv.bg
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Abstract: The report examines the establishment of the “Youth
Contest for Entertainment Songs” as a cultural institution of Bul-
garian rock over the following two decades. The study examines
the stylistics, soundscape, and vocal-intonational aesthetics of the
leading bands of the period. The analysis encompasses works that
exhibit the genre’s stylistic characteristics. The article elucidates
the processes and musical development of Bulgarian rock music
during the early years of the decade, whilst concomitantly situat-
ing this musical genre on the global music scene.

Keywords: Bulgarian rock, cultural institution, stylistic specifics.

B navanoro 70-Te rogyuun Ha XX Bek B rp. Codus Bpatu oTBaps
HOB Hal[MoHa/leH GopyM — MiTaie>Kky KOHKypC 3a 3abaBHa meceH. Cb3-
lafieH KaTO HeIPeTeHIVI03HO HauMHaHMe, (PeCTUBAIBT Ce IPeBpblIa B
Ky/ITypHaTa MHCTUTYLVA, KOATO TIOYTH IBE AECETUIETHA € U Hal-TO-
nAMaTa PoK clieHa y Hac. [lo To3u MOMEHT mpe3 60-Te TOgVMHM pPOKBT
OT KBapTa/IHO U3KYCTBO IIOCTEIIEHHO ce 000c06sBa B HAIIpaBJIeHMe, a
MJIaJIe)KKUAT KOHKYPC OQUIIMATHO IO IETUTUMMPA KaTo CTUINCTUKA B
ObIrapckara MysyKaiHa Cpefia.

3a nmosBara Ha (hopMara MMa HAKOJIKO IPUYVHIL.

ITbpBaTa e cBbp3aHa ¢ T.Hap. caMofeiiHu (ecTuBamy, KOUTO B
Kpas Ha 60-Te TofMHM 3aI04BaT fa cé YMHOXaBar. lIponechT e npax
OTTOBOP Ha JI'bpKaBHATA MOUTHUKA, IIOOIPABAILA CAMOJEIHOCTTa BbB
BCMYKM aCHEeKTU Ha KynTypara. OT e[Ha CTpaHa, TOBa JjaBa Bb3MOX-
HOCT 3a IPOBEPKA Ha €CTETMKAaTa, Ha MY3MKAaHTUTE CMATAHM 32 ,,aMa-
TBOPU', @ OT JIPyTa, IIPSKO NOB/INABA MHTepeca KbM POK HallpaBJIeHNe-
10. OT €XXeroffHO NMpoBeXaHNTe GeCTUBAIN 32 CAMOJENIIN Hail-13BeC-
TeH 1o OHOBa BpeMe e , Kutapuana“ ot 1972 r., oprannsupas B banks,
T.€. IB€ TONVIHM CJIef, I'bPBOTO M3[jaHNe Ha MIaIeXKKI sl KOHKYPC.

Bropara nmpuumnHa 3a yupeisBaHETO Ha HaLMOHANIHUA GOpyM e
Ky/ITypHarTa JUpPeKTIBa, CBbp3aHa C MOBYIIIABaHe HUBOTO Ha 3a0aBHMUSA
JKaHp U KauBaHETO My Ha IpodecroHaIHaTa ClieHa. B Tosu eram pok
My3UKaTa ce CMATa 3a OI'b/IHeHMe Ha eCTPAIHOTO U3KYCTBO, a 060011e-
HO ce Bb3IpyeMa KaTo 3abaBHa My3uKa. VIMEHHO Tasy TPaKTOBKa JlaBa
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BBb3MOKHOCT POK MY3UKAHTUTE fa O'bAAT 0PUIINMATHO TeTUTUMUPAHIL.

TperaTta e cBBp3aHa C MOCTENIEHHOTO Ch3/IaBaHe Ha POK (ecTuBa-
N B M3TOYHMSI O/IOK, KOETO PECIIEeKTHBHO MPaBy BH3MOXKHO peansiu-
paHe Ha IOfO0EH U Y Hac.

B Te3n ycnoBus MHMIIMATHBATA 3a Ch3/laBaHe Ha MIaIeXKK1 op-
mar moema Ilanaitor CraB4eB — ,,KOMIIO3UTOP, apaHXOp, MUAHUCT 3,
cb3paren Ha popmanys ,,MerpoHoMm”. OCHOBEH IIPUOPUTET Ha KOHKYP-
ca e ,[IOIKpela Ha IPyIY ¥ aBTOPM, KOUTO TPYAHO HAMMPAT JOCTBII 10
ocranazure nopuymu’ [TAJIDKEB 2011: 100]. C uen ma mpegoTBpaTu
BB3MOXKHO IIPOTMBOIIOCTaBsIHE OT CTpaHa Ha MHCTUTyummre, Cras-
YeB BK/IIOYBA B IPeJBAPUTENHATA KOMMUCHS U XXYPUTO ,Hall-MMEeHN-
TUTE TPEJCTABUTEIN HA KAaHPa, TOBEYETO OT KOUTO Ca U Ha KITFOUOBU
[TAJI>)KEB 2011: 100] nosunuu. Taka npe3 1970 . B IbpBOTO M3aHue
nobexnrenyu ca rpynara ,ClaBMHU C IeceHTa ,,AKBapen Ha Becenun
Kucpos, koiito e uieH Ha ,lllyprute” npes 60-Te rogyHu. Ycnexsr mo-
OlIpsiBa IMIAMATA ¥ (OPYMBT IIOCTEIIEHHO Ce HMPEBPBIA B €AUH OT
Haif-3HAYMMMUTE 32 TOMYIAPHOTO U3KycTBO. Vopman Pymues ro ompe-
Jieisl KaTo ,eAMHCTBeHaTa NMyOaMYHa anTepHATHMBA Ha oduIManHuTe
KaHaJIu 3a pasIpoCTpaHeHMe Ha POK U IIOII My3MKaTa B CTpaHara Ipes
70-Te u 80-Te roguHN",

Jlpyr n3pasutesn Ha POK HAIIpaB/IEHNETO B HAYaJOTO HA JIeCETH-
neruero e ,bankanton“. KoMmanuaTa usgaBa caMOCTOSTETHU MaJIKI
IUIOYM Ha HSIKOM OT TPYNUTE, KAKTO ¥ COOPHM KOMIIM/IALINY C TIECHY Ha
pasmuyuay popmanuu. BChIHOCT Te ca OCHOBHIUTE 3BYKOBYM HOCUTEN,
YAOCTOBepsIBALIY TBOPYECTBOTO ¥ MY3MKa/THATA UM CTU/IMCTHKA.

C 1jen U3sICHsIBaHe IPOLIECUTE, CTUIMCTUYHITE 0COOEHOCTH I Ca-
yHZIOBaTa crenyuka B HaIpaB/IeHNETO 1iie O'b/jaT aHAIU3NPaHN IIPO-
U3BeJieHNs Ha Hall-aKTVBHITE TIPEICTABUTEN Ha ITWIIUATA B IEPUONA.

»Ulypnure” mpogbmxaBar fa ce YTBbpXKAABaT U ,,bamkaHTOH"
usfiaBa mpoaykuuAaTa um: I'm a man, ,IlocBemenne®, ,llle cpeujnem
Hauara Meuta’, ,Hue, cromanute®, ,Majka mecex” u jp.

ITecenta I'm a man (my3uka u TekcT VIBan CTailkoB) € aHITIMIICKN
POK KaTo CTWINCTMKA. BbB opmara ciefBaT: MHTPOZYKLUA, JBOCH
KYIIIeT, KaTO Ha BTOPYS BIM3aT yAApHUTE, OpUIK, pedpeH 1 efyHNIeH
KYIIIET, C KOJTO 3aBbpIIBa ITeceHTa. s e OpuTaHCcKa 6amafaHOCT KaTo

3 https://ubc-bg.com/manaitor-cnasyes/
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CBHI'bp>KaHNe U 3BYKOBa KapTyuHa. Brieyar/isBaiio e, 4e KaHTOTO e IOfi-
HeCeHO Ha aHTIUIICKU e3UK.

»IlocBemenne” (mysuka IOpu Crynen, Tekct Iumutsp Metonu-
€B) e C K/TaCM4ecKa XapMOHUIHOCT, ChUeTaHa CbC CUTHO PUTMU3MPAH
OuitT. PUTMYCBT M OpraHbT MOTaT Ja Ce TUIM3MpPAT B HaBIM3allaTa
xapp pok crenuduka. TBop6aTa 3amoyBa ¢ mpumes, KOWTO € 1 IAITMO-
TUBA, MOJHECEH CPUUYKOBO C BOKAJI, IpeMUHaBall B MHororiac. Crensar
KyIUIeT 1 peppeH, B KOITO TpafMpalo ce BKIoYBa kutapara. CbBceM
MPOTUBOIIONOXEH KaTO HACTPOEHNe € OPUIKBT, SIBSABALL] C€é TOYHO KaTo
JIMPUYHO OTK/IOHeHVe. OTHOBO ce pefyBar KyIUIeT U IIPUIIEB, B M-
TO I'BpPBA YacT MeJIOAVATA € MOJHeCeHa CaMO BBPXY Y/IapHUTE, a BbB
BTOpAaTa — BBPXY Lie/NA pPUTMYC. B kpas Ha meceHTa CpUYKOBUAT [T €
BapMaTMBHO PasI'bpHAT.

»1le cpemrHem Hamara Medra“ (Mysuka u Tekct Kupun Mapny-
KOB) € C XapfIpOK HaCOYEHOCT. TYK MHTPORYKIMATA € KpaTKa I e pe-
IIeHa B MHorornac. Bps ¢opmara nmumcsa sspkusT IpuIeB, KOITO € Jo-
MMHMPAIIO XapaKTepeH 3a ObarapckaTa pok Mysmka. B meceHTa crep
BCEKM OT TPUTE KYIIeTa ChIeCTBYBa OaBHA YacT, KOATO € aOCOTIOTHO
KOHTpacTHa. Ts1 e OTHe/leHa C MHTPO OT BTOPWS, a sIBSBAILA Ce CIief
HETO, IIOfITOTBSI BIM3aHETO Ha COMOTO, 3aBbPLIBAIIO C BOKAJIV Y KUTap-
HU OTCBUPH, KOUTO CU KOPeCOHAMpPAT. B TBopbara ce Hanara mosHaTta-
Ta OMIIT AMHAMUYHOCT C peflyBaHe VIV Hac/larBaHe Ha MHCTPYMEHTH 1
Bokasu. ITo To3u HaumH ca pemenn u Kymietute. [TbpBuAT e ceMIrni,
BBB BTOpUs (pasnte ca JOII'BIBAHU OT OTCBUPY HA KUTAPa, B TPETUAT
K'bM MeJIOfVATA Ce IPUOABAT OTIABAHUA U OTCBUPH. [IponsBeneHmeTo
3aBbplIBa ¢ OaBHATA YacT, IOJHECEHA BBB BAPMATMBHOCT MEXJY BO-
Ka/THaTa IMHUS ¥ KUTapara.

»Hue, cromanure” (mysuka VBan Craiikos, Tekct borommn I'y-
JieB) € CMMOMO3eH MPOAYKT C KYIUIET U IIPUIEB, C M3pa3eHa ecTpajHa
ecTeTuka. B pedpeHa e 3a/0)keHO Ha MHOTOKPAaTHOTO IIOBTOPEHME Ha
enHa ¢pasa moutn 6e3 BapMaTUBHOCT, C UJEHTUYEH TEKCT. 3a pasinKa
OT KaHTOTO, COJIOTO U KUTAPHUTE OTCBUPY Ca IOJYePTaHO C OpUTaHCKA
poxk obycnoBeHocT. [TeceHTa, KAaKTO U HAKOM OT IPYTUTE MPOU3BEAEHI
OT TO3M IIePUO]], 3aBBPIIBA C KUTAPHO COTIO.

OT pasriefaHyus MaTepuan ce Hajaara U3BOABT, ue ,,Illypuure”
eN30AMYHO 3aI0YBaT Jja U3ION3BAT €/IeKTPOHHO MMAHO IPYU Pean-
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3UpaHe Ha apaH>KMMEHTa I M3II'bIHeHNeTo. ToBa € B ChbOTBETCTBUE C
MOJIepHUA 32 IepUofia POK cayHA. JIpyroTo Hajarauo ce 3aKkI04eHue
e IIPOMsIHATa B pellepToapHaTa CTWINCTHKA. 3a pasiuka ot 60-Te ropu-
HI, IIpe3 KOUTO UIeHTU(UKALVOHHIAT €THO MOJIeT Ma IIpeBec KaTo
KO/IMYECTBEHO ChAbp)KaHME B IIeCHNUTE VM, B II'bpBaTa IOJIOBMHA Ha
70-Te TORMHM POK CTMIMCTHUKATA C Lis/IaTa CU ONIPee/IEHOCT OT HOXBa-
TI, CAyHJ, ¥ METIOAMYHA U3PA3HOCT € II0-0ce3aeMa B MY3ULIMPAHETO VM.

Jlpyru mpencTaBuTeNN Ha HallpaB/IeHueTo ca ,,Besnu®. Te ca ,or
I'BPBOTO MOKO/IEHNE OBITAPCKM POK TPYIIN, TPyIIaTa e Ch3JajieHa Ipe3
1965 1.4 Haxou oT wieHOBeTe M ca foalleHnTe Ha eleKTPOHHATA MY3M-
Ka B bbarapusa - Cumo Jlasapos u Vnusa @opTyHoB. Bbrnpekn ye cb-
I[eCTBYBAT KaTo GOpMAIVsi OT MUHA/IOTO JleCeTU/IETHE, Te Ce Hajlarar B
MY3MKaTHOTO IIPOCTPAHCTBO C MAJIKaTa CY IJIova ,Be3Hu 73“ uspganena
npes 1973 1. Ilo ToBa Bpeme B rpymara ca: Vinmnsa @opryHoB — Kutapa,
Cumo Jlazapos — xnaBuuay, OrasH LIBetkoB — 6ac, Jparomup [lpa-
ros — ynapuu un Cepadum CepadnmoB — Bokan. MysukaHTHTe ca I'bp-
BUTe VSI'B/THUTE/N Ha IIPOTPECUB U apT POK Y HAC.

JlokasaTelICTBO B Ta3y IOCOKa e IeCeHTa ,Becema mecHuuka 3a
Codus” - mysuxa Iumutsp Bomues, rekct Haiien Bomues. [Tponsse-
JIeHNeTO 3aII04YBa B OpuTaHCKM CTUL. KyIIeTsT e u3rpajieH B iBe paBs-
HOJIe/IHY YacTU. VIHCTpyMeHTaJIeH [s/I OTBEX/a KbM pedpeHa, 4naTo
BOKa/IHa JIMHMUA 3aBbpIIBA B [IBYI/IAC, IPeMMHABAL] KBM KUTAPHOTO
coro. BropusAT KyIuleT e OTHeNeH ¢ MHCTpyMeHTaa oT pedpeHa, KOTo
C7lef; ABYI/IAC IPEMMHABA B HAYaTHMsI BapMAHT Ha MHTPOTO — C aKIjeH-
TUPaHN MIVPOKYU TPUOTIIL.

LCperaax Mommye“ (Mysuka Anexkcanabp Mocudos, Tekct Boro-
mu ['yzieB) e 13pa3 Ha NIPEIUIMTAHETO HA IPOIPECKB POK C afalITUpaHa
HapOJjHa IIeCeHHOCT. VIHTpOAyKIMATa e ¢ OpUTaHCKa POK HACOYEHOCT,
61m3ka 1o Tasu Ha Led Zeppelin — ¢ xapakrepeH 6ac un ymapuu. Kanro-
TO, U3LIS1/I0 B HEPaBHOJIE/IeH METPYM, € BMeCTEHO B PaBHOJIeTIeH pa3mep. B
MHCTPYMEHTA/IHAaTa YacT HOCELVAT e/IeMeHT ca 6achT 1 6apabaHuTe, KbM
KouTO e npubaseH u Opac. IleceHTa 3aBbpIIBa C KAHTOTO B IOBTOPEHUE.

VHcTpymeHTansT ,AkBapen (Mysuka AHren 3abepcku — 6arua)
IpPUCHCTBA B MajIKaTa Ivtoda. Kato cTuImcTiKa Toit Chllo e My3uKaliHa
TBOPOa, B KOATO O'BITapCcKUAT QOIKIIOP ChILECTBYBA MApasIeHO C OMIlT

4 https://bg-rock-archives.com/bio.php?band_id=5
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poKa, 0coOOeHO MOoAYepTaHo B IpyyBa Ha purMmyca. [Inecara 3anousa c
NAITMOTUB — U3CBUPEH II'BPBO OT MMAHO, KBM KOETO Ce Ipubassi 1 Ku-
Tapa BbpPXY pUTMyca. MysuKaTHaTa TeMa e BbB (POIK/IOPHA CTU/INCTIKA
¥ ce M3HACS OT Opaca, XapMOHMYHO MOAIUIATEH OT OCTAHA/INsI MHCTPY-
MeHTapuyM. Bropara Tema e B iBe 4acTi, KOUTO Ca IIOBTOPEHM MOCTIEH0-
BaTe/HO, CJIef] KOeTO JTAITMOTVBBT € IIPeACTaBeH B HOBA BapyalyiA KaTo
TpeTa 4acT, B KOSTO B/IM3a U OpPraH, pealn3upaH B HU3XOAALIA IPOrpe-
cns. CreiBa ycKOpsiBaHe Ha TEMIIOTO, BBPXY KOETO COMMpa KUTapara.
ITo TO3M Ha4MH Ce TOTy4YaBa Ipajjaliyisi B Kpas Ha IPOM3BEJEHNETO.

B nepuopa rpynara paboTy ¢ pasinyHy KOMIIO3UTOPY M OT C'BI-
PYAHMYECTBOTO MM C TAX IPONU3/IN3AT IIECHUTE ,,3a HAC BCUYKO € ITeCeH-
ta“, ,Herppue Ha Kesi“ u Ip., KOUTO OCTABAT U3BBH ,,BesHu 73

»3a Hac e BCMYKo meceHTa  — mysuka Credan HaiineHos, TekcT
Anpuana VopnaHoBa, e cuM6uoseH TIpOAYKT. B crumuctukara My ce
pasnuyaBar OuiT pok ot 60-Te rogyHK 1 6BATapcKa ectpana. [locnen-
HaTa e XapaKTepHa 3a KaHTOTO, KOETO € ¥ C M3SBEHO ONTUMMCTUYEH
TeKCT. B iByzenHata ¢popma nHTEpecHO e conoTo ¢ Moog cuHTe3aTop,
KOJITO € MHOTO MOJIEPeH 10 OHOBA BpeMe 1 € M3IIO/I3BaH OT IIOYTH BCUY-
K11 aHDIMicKu rpyny. CIIOMEHATUAT K/IaBUIIEH MHCTPYMEHT € eflHa OT
OT/IMYUTETHOCTUTE Ha TPyHa ,,Be3Hu", ¢ KoATO ce npeHTUUIMpAT.

»Herppue Ha kea“ (mysmka [Jumurbp Bbrues, Texct Haiinen
BbirueB) e 6BIrapcko KbHTPY, B KOETO IPUCHCTBAT TUIIMYHNTE 3 CTHU-
J1a OTCBUPY Ha KuTapa. 3ByKbT U e popmupan upe3 WHA nemar, Koiito
JIOI'b/IBA BB3MPUATIETO 32 KBHTPU. CUHTM OpPraHbT, PUTBM KUTApaTa,
6ac’bT 1 yZapHNUTe MY3MLIMPAT B ChIjaTa CTY/IMCTHKA.

Ot uscneBaHUATA IO TYyK Ce YCTAHOBSABA, 4e ,,Be3Hu", kakto n
OCTaHa/IUTe OBArapCKM I'PYNM IIPEeMUHABAT IIpe3 pasINMyYHM eTalu,
HO 000011IeHO B I'bpBaTa MOIOBMHA Ha 70-Te TOAVHY MY3MKaHTUTE Ce
OPMEHTHPAT K'bM IIPOTPECUB 1 apT POK CTMINCTHKA. [JoKasaTecTBa 3a
TOBA € VI BOKAa/IHATa IMHNA BB BCUYKNTE IPON3BEJCHNS — eHOTUITHO
HOJJHECeHA, peYMTATUBHA KAaTO XapaKTEPHOCT 1 3BYKOBAa M3PasUTes-
HocT. T4 He caMo ru Ko6mKaBa O TOpecIIoMeHaTaTa HaCOYEHOCT, HO €
¥ ipyraTa eM0/1eMaTYHOCT Ha Tpymara. ,, Be3HI ca bpBuTE POK Ipef-
CTaBUTE/M, B YMMUTO APAHXXMMEHTH 3BY4M MeJieH AYXOB MHCTPYMEHT.

B pasrnexxpaHus epuop rpymara I macoBere”, mo3Hatu OT MIHa-
JIOTO JieCeTUIeTHe, JHEC KaTo JOCTbIIHA MH(GOPMALVsI OCTABAT IEeCHNU-
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te ,Hapuuane“ u ,,HoBob6paHcka®.

B ,,Hapnuane” (mysuka Aranac bospxues, rekct boromun ['ynes)
ACHO ce 3a0e/s13Ba BIMAHNETO Ha OuiiT rpymnara Beatles v 6birapckoro
¢donknopHo Hayasmo. KaHTOTO € XOpOBOXHO HEpaBHOJENTHO, CTUINU3N-
PaHO IOMECTEHO B paBHOJielleH MeTpyM. IIponsBefieHNeTo 3amoysa ¢
MHTPOAYKUMA — KUTapeH pud MOBTOPeH [BYKpaTHO. Menoaykara Ha
KyIIIeTa € pasBUTa BBPXY Lienus putMyc. PepeHsbT, ChIIj0 XOPOBOJIEH,
IpeMIHaBa B MHOTOIJIAC, CHI'BTCTBAH OT M3sABEHM KaTapHM OTCBUPU C
pok HacodeHocT. CriefiBa MHTPOAYKIMSA C POIKTIOPHN MOTUBY, AOM'BII-
HeHJ OT MHOTOIIACHe, C KOETO 3aBbPIIBA IPOM3BEICHUETO.

»HoBobOpaHcka“ (My3uka Aranac bosmxues, Tekct boromun I'y-
JieB) € CMMOMO3HO aBTOPCTBO. B Hero GpMTaHCKUAT POK ChIECTBYBa
KaTo IPyyB ¥ OCHOBA, BBPXY KOSATO € HaJIOXKEHO KaHTO THII ,Xy/I0KeCT-
BEH COLMAIMCTUYECKN peamn3bM . ChIBPIKAHMETO € USII'BITHEHO C KU-
TapHU OTCBUPU 1 CONa. TekcToBaTa MoeTHKa e aHTaKMpaHa U MeceHTa
MO>Ke J1a 6'bfie IpUYNC/ieHa K'bM OPBYKOBUTE TBOPIECTBA.

I'pynara ,,[macoBere” ce pasmaga ciep 1972 r., Ho mpe3 1971 r. ,,C
MeceuKo siceH — My3uka [eopru Tumes, tekct Jumutsp Toues, yuact-
Ba Ha (pectuBana ,3matnAT Opdelr” n 3ammncBa My3nukaTa KbM puIMa
»Jlela urpasit BbH".

CrepBaiyTe MpeACTaBUTE/N HA HAIIPAB/IEHIETO — ,,3/IaTHM CTPY-
HU', B IIepMOJia BIIEYaT/IABAT MEJIOMAHNITEe ChC CAyH/IOBATa CM CIIEIN-
¢duka. PopmarisaTa IpeMuHaBa pe3 pasTndHy MOAU(UKALY, HO 110
TOBa BpeMe HeiiHn wieHose ca: Viopnan Kapamkos — kurtapa u Bokar,
Xpucro JlambpeB — knaBuiHyu 1 Bokas, Pymen CriacoB — 6ac 1 BOoKaJl,
VBan MumieB — kutapa 1 Bokas, bopucias Muies — ygapHu U BOKaJl.
B nepnopia MysuKaHTHUTe IIPaBAT MHTEPECHU VIHTEPIIPETallUM Ha ,,[IvI-
MaHo, [lunbepo” u ,Yyna e 6a6a“ ormmyaBamy ce ¢ OpUTAHCKM CTUI B
apaH)XMMEHTHUTe, B CayHJa U BBB BOKa/IHaTa crenndukxa. I1o-KbcHO
Ch3JaBaT I'bpBaTa ObArapcka pok omepa ,Jlerengu 3a TpakmitckoTo
CBHKPOBMUIIE  — apT CIEKTaKb/1 ¢ 6aneT 1 maHTOMMMa. MysukamHaTa
CTIIUCTVIKA Ha IIPOU3BEJEHNETO € €THO POK, M3TPajieH BbpXy OpUTaH-
CKV MaHMep Ha My3UIMPaHe ¥ XapMOHUYHOCT C O'birapcku Gomkmop-
HU efleMeHTH. TBopOara e 6e3 uTaTu OT HAPOJHOTO TBOPYECTBO. Apn-
UTe ca U3rpajieHy BbPXY MeTOANKa, Hamofo0sIBalla HallIOHA/THATa HI
aBTEHTUYHOCT. POK omepara e 3amycaHa cbC CUM(OHUYHUA OPKECTBP
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u bur 6enpa Ha BHP, Ho He mocTtura o cuennyHa npemuepa. [Iponsse-
JIeHNeTO ChIIECTBYBA YaCTUIHO KaTO TM4eH apxuB Ha Pymen Cracos.

O6061eHO OT M3C/IeiBaHATA IPOJYKLNA Chb3ajieHa IIpe3 I'bpBa-
Ta [TO/IOBVHA Ha JI€CEeTU/IETHETO Ce Ha/laraT HsKO/IKO TeHIEHIL.

1. OborarsiBaHe Ha 3ByKOBaTa KapTuHa. 3a pasnnka ot 60-Te ro-
[IVHY, XapaKTepHM C KUTapHA My3UKa/lHa cpefia, pe3 70-Te TONVHA B
cayH/a ce BK/IIOYBA ¥ CMHTe3arop. ToBa, OT eHa CTpaHa, € BbB BPb3-
Ka C IIPOMEHNTe, KOUTO HACTBIIBAT U IpU OPUTAHCKUTE POK TPyIH, a
OT Jpyra, € CBbP3aHO C Bb3MO)XHOCTTA 3a HabaBsiHe HA KJIABUIIHY MH-
CTpyMeHTH. bbirapcknre cbcTaBy caMy U36MpaT HACOYCHOCTTA CH, T.€.
OTK'bJie [Ia YepILAT BABXHOBEHNE I BIVSIHIE B IIPOLieca Ha CaMOOIIperie-
nssHeTo cit. ChBCEM CYOEKTUBHO U CIIOpeN Bb3MOXXHOCTHUTE CI M3IION3-
BaT CYHTE3aTOpa, MOAXOMAL] 3a CTWINCTUKATA UM. Tyk e MACTOTO #a
YTOYHSI, 4e B TO3M €Tall BCUYKYM MY3UMKAHTU CAMOCTOSITENTHO (puHaHCHK-
paT obopynsaneTo cu. To3n pakTop ¥ OrpaHNYEHNATa B PAMKUTE Ha
M3TOYHMSI O/IOK OIpefe/sAT 3ByKOBNUs eKBMBAJIEHT Ha IPOAYKTUTE VM.
BbB Bpb3Ka ¢ pasimmpsiBaHe Ha IPOU3BOACTBOTO HAa MY3MKa/IHM MH-
CTPYMEHTM B CBbIIJaTa CUCTEMA KaTo O0Ia JOCTBITHOCT Ca K/IaBULIHUTE
LVoHnKa", VIscneIBaHUAT TleceHeH MaTepuas IMOKasBa, 4e B MepHoja
OCBEH Hes ce U3IOI3BaT MoOOg CHHTEe3aTop, eIeKTPUYeCKO MUAHO U
opran. [Ipomenn ce 3abensi3Bar 1 B KUTApHUS 3ByK. MysuKaHTHUTe Bce
no-yecto npubsirsar kuMm distortion 1 WHA mepan B 3aBUCMMOCT OT
TBOPYECKOTO CY BIDK/JaHe 1 CTU/IA K'bM KOJITO ce CTpeMsT. ToBa HIt OT-
BeXJIa KbM C/leIBalllaTa TeHeHIIVSL.

2. IlpogpmkaBa CbTPYAHNYECTBOTO C YTBBPAIEHUTE KOMIIO3UTO-
pu. B pasrmexxpaHms meTTofyIleH eTall aBTOPCTBOTO Ha POK IPYIINTeE
€ enM3OANYHO KaTo 3ByKo3amucHa mHpopmanus. Tomepupa ce TBOp-
4ecTBO, IPOM3/ISI3NIO OT M3BECTHUTE MMeHa. [la He 3abpaBsiMe, 4e IO
TOBa BpeMe ,,'bPBOM3TOYHNIINTE OMpEeNAT CBOS €IUT M Ch3JaBar
»lpodecnsara komnosurop”. Te 6ykBamHO NMMUIIABAT MY3UMKAHTUTE OT
aBTOpCKa IposiBa. ToBa e OCHOBHATA IPUYMHA 32 MHOXKECTBOTO IECHM
C aHITIO-O'b/IrapcKa 00yC/IOBEHOCT, B KOMTO 1M3Ka3a Ha TPYINTe JOKa3Ba
rope CIIOMEHATVs CTpeMeX KbM coO6cTBeH cTui. Chlljata 3aBUCUMOCT
olpefie/is ¥ CTWIMCTMKATA Ha POK HaIpaB/IeHMETO B IIEPUOJA.

3. IpoxpmkaBa Ch3aABaHETO HA €THOPOK IPOU3BeNeHNMs. 3ao-
JKeHaTa Ipe3 60-Te TOAMHY TMHUA 32 Pa3BUTHE € aKTyalHa U B HACTO-
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SIS MOMEHT. Besika oT rpynuTe ce siBSIBa KaToO ChaBTOP M TBOPYECKY
MOZIXOXK/Ia K'bM peann3rpaHeTo Ha mpoekta. Kakro ce BIKja OT aHa-
nu3uTe, PONKIOPHATA CTU/INCTYKA € IIPeIIeTeHa C pOKa B 3aBUCUMOCT
OT 6/1M30CTTa HAa MY3MKaHTHUTE O ChOTBETHATa OPUTAHCKA PA3HOBUJ-
HOCT. VIMEHHO Ts1 e BOfjella B pa3lio3HaBaeMOCTTa UM, T.e. 0popms OT-
TUYNTeNTHATA ClielMyKa Ha IIPOU3BEJIeHNATA U HA CaMUTe My3MKaH-
Ti. Taka B €THO pOKa ce OTKpMBa Mo3HaTara OT 60-Te rOAUHY OIpefe-
JIEHOCT ¥ HOBata 3a bpirapus — mporpecus apT 1 Xapf pOK HaCOYEHOCT.

4. Tlpogp/kaBa MHTEPIPETUPAHETO Ha OPUTAHCKU KaBbpU I
TAXHATa 3BYKO3aIlJICHA pean3auis KaTo IPeBOJHM IIeCHM, Hamp. ,,Ka-
nuTaH’, ,,Buonera’, ,Ilecen 3a aromHara rv6a“ (manbnusasar ,lypumn-
Te“). Makap u M301MpaHo KaTo MposiBa Ce MOSIBsIBA IPOM3BeIeHE C 00-
paTHa Bpb3Ka — O'b/IrapcKa IeceH C aHIIMIICKY TeKCT —I'm a man, KoeTo
e I'bPBUAT OIINUT 32 HA/IXBBP/IsTHE HA MY3UKa/THITE IPAaHNUIIM B XKaHpa.

5. IlpogpkaBa Ch3aBaHETO Ha IPOM3BefleHMs OasupaHyu Ha
K/acu4yeCcKaTa XapMOHUYHOCT, Hamp. ,llocBeineHue (M3MbIHABAT
»LypiuTe”), KOUTO ca B IpsIKa 3aBUCUMOCT OT M3XOIHNUS MaTepuarl T.e.
OT CPOTBETHMSI KOMIIO3UTOP ¥ HETOBUS JINYEH CTUIL.

6. OcTaTpyHa OT IPEAXONHS IEPHO, € M TEHEHIUATA — CUMOU-
O3HM IIPOAYKTH, OTHOBO M3pa3eH!) B CMECBAHETO Ha eCTpaja ¢ OpuTaH-
CKV I'PYyB 11 ¢ (GONK/IOPHA OCHOBA, Hamp. ,Hue, cromannre” (13-
HaBar ,llypunre®), ,BoitHuiika apyx6a“ (M3nbiHABaT ,,Besnu®) u mp.

B mepuopa ce oTOes3BaT ¥ HOBY TEH/IEHI[UL.

7. I'pynute y4acTBar B HPOAYKLMA C TeMaTHYHAa HACOYEHOCT.
Besika egHa oT M3BecTHUTE popManyy uMa 3aj rvpba cu ,,aHTaXKupa-
HU“ TIECHU, B KOUTO Te Ce SIBABAT CHABTOPYU U UBIIBTHUTENN, 3a1IOTO
Cb3JaBaT apaH)XXMMEHTHTeE Y 3ByKOBaTa UM cpefia. ToBa e ¥ IpyunHaTa
HSIKOM OT TAX Ja 6'biat nsciensanm. [Ipu pasroBopu ¢ MysUKaHTH, Yie-
HOBe Ha Te3U I'PYIIN, Ce U3sCHSABA, Ye TUMM3MPAHNUTEe aBTOPCTBA Ca MM
HaJIOKEHM, 3a Jja He O'bjje CIIPSHO OCTAaHAJIOTO MIM TBOPYECTBO, a 0Py
U IpeKpaTeHa mybnu4yHaTa uM m3sBa. Kato MysmkamHO ChbAbpKaHue
CBLINTE TPOU3BEeHNs Ca Pa3HOIIOCOYHN. EHM OT TAX ca HEMOHATHY,
HSMAIIY aHAIOT 1 OIpefie/ieH e, a APYTK ca fajied M0 CTUIM3VUPAHIL.
BbB BTOpUTEe popMaluyTe Hamarar COOCTBEHOTO CM yCelllaHe, HAIp.
»Manka necen (usm. ,,Illyprure®) u gp.

8. ITosBsIBAT Ce U MeCHU B KBHTPYU CTUI, B KOUTO MHCTPYMEHTa-
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pUyMBT 0060011[eHO ce HoOMKaBa 10 aMepUKaHCKIsI, HO KaTo KpaiiHO
BB3IPUATIE Ce TONTy4aBa oOBIrapeH IPORYKT, YKpaceH ¢ bpac, a KaH-
TOTO He € ChBCeM B crieninduKaTa Ha >KaHpa, Hanp. ,,Herppue Ha kes“
(usmrbnHABAT ,,Be3sHu).

V3cnenBaiiky poLiecuTe M PasBUTHETO Ha POK U3KYCTBOTO y HAC
3a II'bpBaTa IOJIOBMHA Ha JeCeTUIETHETO, TPAOBA a U3ACHUM U MsAC-
TOTO MY Ha CBETOBHaTa MYysuKanaHa Kapra. IIpes 1970 r. kmacaummre
OT JIBeTe CTPaHMU Ha OKeaHa ce orlaBsBar oT Let it Be — Beatles, a Black
Sabbath cp3gaBar Paranoid. IIpe3 1971 1. The Rolling Stones ca Haue-
no ¢ Brown Sugar, Led Zeppelin ce nosBsasat ¢ necenta Black dog, Al
Green c Let's Stay Together — BpBIIIaT pUTBM-€eHA-0Tyca, a B HAYA/IOTO
Ha C’blljaTa rogyHa Janis Joplin ce kauBa Ha Bbpxa ¢ xuta Me and Bobby
McGee n John Lennon uspasa Imagine. IIpe3 1972 r. The Rolling Stones
3aBnmajABar nmybmmkata ¢ Tumbling Dice, Alice Cooper cbc School’s Out.
ITpes 1973 1. Deep Purple B3pussiBat cBeta cbc Smoke On The Water,
Aerosmith npassaT npobus ¢ 6anapara Dream On, Bob Dylan cb3paBa
usKounTenHata neced Knockin’ On Heaven’s Door. IIpe3 1974 1. Queen
nspaBat anbymure Queen II u Share Heart Attack, Deep Purple — Burn
u Stormbringer. IIpes 1975 1. Led Zeppelin cp3naBar anbyma Physical
Graffiti, Aerosmith ecenrta Sweet Emotion, a B kpast Ha roguHara Queen
3anmcsaT Bohemian Rhapsody.

bescnopHo B mbpBara nonosuHa Ha 70-Te TOGUHY TOIEMUTE POK
MY3MKaHTH Ch3aBarT IIeAbOBPY He CAMO B HAIIPAB/IEHNETO, HO U 3a 1151
JIOTO IO Y/IPHO U3KYCTBO.

Bbarapys KaTo 4acT OT M3TOYHATA CUCTeMa CJIefiBa IIPOLeCUTe B
Hes1. HamoxxeHaTa IjeHTpajM31paHa IeH3ypa BOY IO CAMOU3ONUpPaHe
Ha )KaHpOBaTa MY3MKa B caMaTa OOIIHOCT, T.e. U3SBBH PaMKIUTE Ha CBe-
ToBHaTa KyaTrypa. Ho cucremara cp3gaBa cBou ¢popymn, KOUTo odu-
IIVIaJTHO JIETUTMMUPAT POK HAIpaBlIeHNeTOo. BuUTpyHa Ha M3TOYHUA
POK CBAT B To3M 1epuof e ¢pectuBansT B [losHaH ,IIponeTHa ecTpana’
KBJIeTO KOHILIepTUPAT Hal-foOpUTe My3MKaHTH B cucremara. 3a IOro-
C/IaBMsI OCHOBHU IIpeficTaBUTeNN ca rpymnure: ,lO rpyna® ,,JIe6 u Con“
u ,beno [lyrme®, 3a YHrapus Hail-4ecTy TOCT MY3UMKaHTH ca ,OMera“ u
»JlokomoTus®, 3a ITonma - YecnaB HuemeH, 6mycapaT ¢ XapMOHMYHYSA
CM OpraH, yJacTBall B pasnuvHu gpopmaruy, a 3a bearapus ,,Cpe6bp-
Hy rpuBHK ', , [lypunte* u ,3natHu cTpyHu”.
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O600111eHO CTUMINCTUKATA Ha M3TOYHOEBPOIIEICKUTE POK USIIBII-
HUTENM MOXe Jia Oblie OIpefe/ieHa KaTo TUIMYeH OPUTAaHCKU POK C
pasimpeHaTa Ci XapMOHUYHOCT, NIPEIUIETeH C reorpadcKy aBTeHTUY-
Ha MY3MKa/IHa M3PA3HOCT. 3a pasiynKa oT O'bIrapCKuTe TBOPLM, MY3U-
kaHTHTe OT IOrocnaBus u YHrapus B cpefaTa Ha 70-Te TORMHM 3aIINC-
BaT CBOMTeE IPOV3BEMIeHNA B AHIINA, KOETO OTKPUBA HOBU aCIeKT! B
MYS3HUIMPAHETO MM. Bbp3MOXHOCTTA [ja pabOTAT C BOfeIINTe VIMEHa B
KaHpa IIOBUIIABA Ka4eCTBEHO 3BYKO3aIVICHATA MM JIEITHOCT, a HAKOM
OT VMBI'BIHUTEINTE MONy4YaBaT MPE/IOKEHNsI 32 TBOPUECKU IIPOEKTH
C M3BECTHU 3aIlaJHOEBPOIEIICKM TPpynu. 3a ChKajeHue, ObIrapcKuTe
MY3MKAaHTH B TO3M IIePHOJ He YCIISIBAT Jja Ce JOKOCHAT JI0 I'bPBOM3TOY-
HJKA B POK My3uKara. My3MKa/HOTO UM TBOPYECTBO Ce MPEfCTaBs B
Pycus, Ionma u I'TTP.

MN3IIOJI3BBAHN N3TOYHUIIN / REFERENCES

Besnu. Beneapcku pox apxusu. [onnaiih]. [mpernegan 05.06.2026]. JocTbiien
Ha: https://bg-rock-archives.com/bio.php?band_id=5. [Vezni. Balgarski rok
arhivi [onlayn]. Dostapen na: https://bg-rock-archives.com/bio.php?band_
id=5]

T'AJUKEB, Bragumup, 2011. Cedemme uskywenus na 3namnus Opgeti. Co-
¢dus: ,M3Tok — 3amap”. ISBN 978-954-321-840-0. [GADZHEYV, Vladimir.
Sedemte izkushenia na Zlatnia Orfey, Sofia: Iztok — Zapad. ISBN 978-954-
321-840-0.]

JIA3APOB, Cumo, 2020. Koeamo 6wneapckusm pok ce3pssaue. Copusi: Ko-
BaueB IIpec OO/ ISBN 978-619-7400-80-9. [IAZAROV, Simo. Kogato
balgarskia rok sazriavache, Sofia: Kovachev Pres OOD. ISBN 978-619-7400-
80-9.]

JIvyHy apxMBM Ha aBTOpa — IpousBefeHna Ha Pymen Cnacos u VBan JlumoB.
[Lichni arhivi na avtora — proizvedenia na Rumen Spasov i Ivan Dimov.]
CTATEJIOBA, Po3mapyu, 1984. OcHOBHM MOMEHTHM B PasBUTUETO Ha OBIrap-
cKara My3JKaJiHa ecTpafa u ;ixas (1944 - 1984). beneapcko mysuxosHarue.
rox. 8(4), c. 68-78. ISSN 0204-823X. [STATELOVA, Rozmari, 1984. Osnovni
momenti v razvitieto na balgarskata muzikalna estrada i djaz (1944-1984).

Balgarsko muzikoznanie. god. 8(4), s. 68-78. ISSN 0204-823X ]

YEIVPKOB, bopuc, 2019. Koeamo 6wneapckusm pox npoxoxcoaue. Codust:
»Kosaues IIpec OO[I. ISBN 978-619-7400-73-1. [CHESHIRKOV, Boris.
Kogato balgarskia rok prohojdashe, Sofia: Kovachev Pres OOD. ISBN 978-
619-7400-73-1.]

203



15

https://doi.org/10.33919/YSMDF.26.20.15

MMAHOTO U KAABUPHATA MY3UKA
B BbAT'APUA B KPAA HA XIX BEK:
AHACTAC AHAPEEB CTOAHOB

[TOJIMTHA AHTOHOBA!

THE PIANO AND KEYBOARD MUSIC IN BULGARIA
AT THE END OF THE 19TH CENTURY:
ANASTAS ANDREEV STOYANOV

POLINA ANTONOVA?
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Ka B bbiarapus npes mocnegHure ase gecetmaerua Ha XIX B.
AHanmusupar ce HapacHaAUAT MHTepeC KbM NMAHOTO, €BOJIO-
I[MATA Ha pereproapa 1 I'bPBUTE aBTOPCKYU ONUTY B KOHTEKCTa
Ha 3apakflalllaTa ce HALMOHAIHA NMpodeCcrOoHaTHa My3UKaTHa
KynTypa. IIpes Tasu nmpusma ce usciefBa [enoTo Ha AHacTac
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OEHCKUTEe TPaguLMM KbM YTBBP)KJaBaHETO Ha €BPOIENCKUA
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IIKO/Ia, 6BIrapcka My3MKaaHa Ky/ITypa
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15. IIOJIMHA AHTOHOBA. IIMAHOTO M KJIABUPHATA MY3VMKA ...

Abstract: The subject of this report is the piano practice in Bulgaria
during the final two decades of the 19th century. The study
examines the increasing interest in the piano, the evolution of
the repertoire, and the initial original compositional endeavours
within the context of the emerging national professional musical
culture. The present study examines the work of Anastas Andreev
Stoyanov, a seminal figure in the transition from National Revival
traditions to the establishment of the European cultural model.

Keywords: piano, Anastas Andreev Stoyanov, piano school, Bul-
garian musical culture.

B ci1egocBo60XIEHCKNTE JeceTuIeTA 10 HadyamoTo Ha 90-Te ro-
OVHY CTPYKTYypaTa Ha BB3pOXK[EHCKaTa KyJITypa M XapaKTepHaTa 3a
Hesl TIOOUTEICKa TBOpYeCcKa M3sIBa Ce 3ala3Ba, HO e[HOBPEMEHHO C TOBa
ce IOABABAT M HAYEHKUTE HA HOBOTO — MY3MKaTHOKYITYPHY UHCTUTY-
1y, 1poecuoHaTHO MIIC/IEHe U npaeeHe Ha MYy3MKa, B TOBA 4MC/IO U
My3uKamHO m3rbIHnTencTBo [BB/ITYMHOBA-YEHJOBA 2000: 9-19].
B npexopuus nepuop B ObIrapckoTo 061IeCTBO MPUCHCTBAT BCE Ollle
BB3POXAEHCKUTE Ufieay U eTHOBPEMEHHO C TOBa Ceé aKTUBU3UPAT U
IIpollecuTe Ha YCBOsBaHe Ha eBPOIeICKIA KYITYpeH Mofiell — KOHIlep-
THa JISMHOCT (OpKeCcTpy, KaMepHU aHCaMO/II, MHCTPYMEHTapUyM, IIpo-
(dbecnoHaIHY CHIO3Y, pellepTOapHA NMHNS, eArOrMKa 1 TIp.).

B Te3u mporjecu ce BKIIOYBA U MHTEPeCHT KbM IIMAHOTO, pemep-
TOapa 3a Hero, I'bPBUTE OMNUTHU 3a Ch3JaBaHe Ha MMECU OT OBATapCKU
MY3UKaHTU. VIHCTPYMEHTBT NOCTENIEHHO HaB/IN3a MO-IINPOKO B OMTa
Ha ObIrapure, KaTo TYK Ce OTKpOsBa ChIIeCTBEHATa PO/ Ha YUTa-
JIMIITHNUTE CLieH!. BBarapckoTo untanuiie ce mpeBpblia B CBOe0OpasHO
KYITYPHO IIPOCTPAHCTBO 3a OOlIyBaHe Ype3 U3KYCTBa. A 4pe3 TOBa U
3a HOBJUTaHe Ha HUBOTO Ha 0OPa30BaHOCTTA Ha OOIECTBOTO B MOYTHU
BCAKO Hace/leHO MACTO B bbiarapuda. B opranusupaHuTe B YMTaINIIA-
Ta BeYEPMHKI, 3a0aBMU U MOETUIHMU BeYepy C My3UKa MMAaHOTO HAaB/IM3a
Bce 10-oce3aeMo. Hajara ce kaTo He0OXOAMM MHCTPYMEHT U B aHCaM-
6710BUTe, U B COMOBUTE U3SIBU. 3a MO-MaJaKKUTe TpajoBe B bparapus, B
KOJTO YMTA/ININETO He € PasIojaraso ¢ MMAHO, TOHAKOTA Ce € Hajlarano
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3a OpraHM3MpaHaTa My3MKaTHa Bedep fla ce HOCY OT HAKOI YaCTeH IOM.
[TpunomHu:M, 4e mbpBoTO MuaHo B Codus e ot 1879 I. n e co6CTBEHOCT
Ha ¢ppenckusa koucyn [AHJIPEEB 1958: 19].

B chupus cOUMOKYNTypeH KOHTEKCT KIKYOBa poris 3aeMa Obl-
FapCKOTO Y4WINIIIE, KOETO Ce YTBBPK/aBa KaTO OCHOBHA CUeHd 3 MY-
3MKa/Ha MPaKTHKa. VI3yuyBaHeTO Ha IleeHe, CBUPEHeTO Ha LUTY/IKa I
HOTHOTO OIPaMOTsIBaHe Ce MPEBPBIIAT B 38/ B/DKUTEHNU €eMEHTI OT
YHEHOMO My3unupare. YIVIMITHOTO My3UMKaTHO 0Opa3oBaHMe He CaMO
OTpassiBa MPOMEHSIINTE Ce OOLIeCTBEHN HAIIaCK, HO ¥ [IeiiCTBa KaTo
aKTMBeH (aKTop 3a KyITypHO OOHOBJIeHMe. B To3u mpouec ¢purypara
Ha y4UTesIs 0 MY3MKa M3UTpaBa KIK4oBa poysi. HeroBoto mpuchCer-
Blle € KOMIUIEKCHO: TOJI € IIeIaror, MY3VMKaHT, JUPUTEHT, KOMIIO3UTOD,
JIEKTOpP, OpPraHM3aTop M obmjecTBeHNK. ChlIeBPEeMEHHO Y4YMINIIHATA
KaTelpa CTaBa OCHOBHATa (B MHOTO C/Ty4yay eIHCTBEHAaTa BH3MOXKHA)
npodecroHaTHa peannsanys Ha peauLa ObIrapcku My3UKaHTH B Cle-
mocBoboxaencka bpnrapus [[PATAHOBA 2020: 11-92].

B koHTeKcTa Ha Tesu Ipoliecu CjefBalljaTa 3Ha4MMa Qurypa e
Ta3) Ha KaIle/lIMaiiCTOpa, YMATO TBOpYECKa KOMIUIEKCHA M3sABa Map-
KJpa HOBUTE TeHAEHLIMY B Pa3BUTHETO Ha O'BIrapCKOTO KIaBUPHO 13-
kycrBo. Yemkute kanenmaiicropu — ®pant poc, Kapen Viepmapik,
[abpuen llebek, Kapen Maxan, Anonc Matjak u ap., Cb3aBaT MHOXe-
CTBO O0OpabOTKM M apaHXXMMEHTV Ha OBIrapcky (ONKIOPHU HMECHM.
Hsixon OT Ts1X ChXpaHsIBAaT BCUYKM XapPAaKTEPUCTUKM HA MHCTPYMEHTA-
JINTE, KOUTO Ca MMIIPOBUSMPAHN OT HAPOZHUTE U3II'BIHUTENN: ,,...I10
U3IO/I3BaHNUA HAPOJeH MaTepyasl, KaKTo M IO IPOCTOTaTa Ha U3JIOXKe-
HJETO Te HAII'b/IHO ChOTBETCTBAT HA Bb3MOXKHOCTUTE U M3UCKBAHMATA
Ha JTI0OUTE/ICKMA YPOBeH OT ToBa BpeMe. Ho Te3n kauecTBa ca CheiicT-
Ba/IY Ha CaMysl MHCTPYMEHT — MMAHOTO, a CHIIO TaKa I 33 YTBBPKAaBa-
HeTO Ha HApOJJHOCTHATA IHMA B MJIaiaTa ObIrapcka KJIaBupHa My3u-
Kka...“ [TAHEB 1968: 39]. Hanpumep Kapen Vepmapx cb3ziaBa pefmiia
COOpHMILIM C HAPOJHM TIeCHU U TaHUM: ,bankancku 1sers, ,Posara Ha
Kasaunpk®“ om.103, ,,CTo 6B/Irapcky necHu 3a MMaHo Ha YeTUPU pblie’
or.105, ,,CenqssHka“ — gBaiiceT OBITapCKU HAPOJHU IIECHU B JIEK CTUIT 3
nuano o108, ,,Topaa Crapa mnannHa“ — daHTasns 3a nuaHo om.109 u
ip. B Te3au TBOpOM ce Hamara TeHAEHIMATA 3a CBBP3BaHe MEX[Y ChX-
paHeHaTa HapOJHA MY3MKa/HA TPAAULVs C IpUHUKUINUTE, popMute 1
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U3pasHUTE CPEJCTBA Ha eBpoIlelicKaTa K/IaBMPHA MYy3MKa.

ITocreneHHo ce monara pyHAaMeHTBT ¥ Ha KOHLIEPTHUA >KIBOT,
B KOJITO ce OTKPOsIBAaT KaueCTBEHO HOBMU IIPOABY Ha KJIABUPHO U3II'BII-
HUTEJ/ICTBO, a I He caMo Ha Hero. OOHOBSIBA ce pellepToapHaTa JIMHMUS,
a TOBa CTUMY/IMpa MpOoQeCHOHATHOTO N3PACTBaHEe Ha USIIBTHUTE/IUTE.
Taxa B 6bIrapckaTa Ky/ITypHa Cpefia ce yTBbpyK/iaBa purypara Ha KOH-
LepTUpaIUA My3UKaHT KaTo IPOQeCrOHaINCT OT HOB THIL

Crnen, OcBOOOXXEHMETO MHTepeChT KbM munaHoto B Codus Ha-
pactBa. IloBpaTHa Touka e 8 aBryct 1890 r., KOoraTo ce peanusupa Ibp-
Bara Iy0O/IMYHa M3s5Ba Ha O'bIrapckyl MpodecuoHaleH MMaHNUCT y Hac.
Amnren Bykopenpines u3IbIHABa Ha KOHIEPT BBbB BoeHHMS KiIy6 /iBe
BUPTYO3HY IIPOU3BEIeHNs 3a IMAHO —, BpuIsAHTHA Ho/IoHe3a“ oT Bebep
u YHrapcka pancopus Ne 4 or JIuct. B cbbutnero yyacTaT 1 neBIu-
te [Iparomup Kasakos (6aputon) u Visan CnaBkoB (TeHOp). 3HaKOBaTa
3a BpeMeTO CU KOHIIepPTHA M3ABa (PUKCHMPa HAYaJIOTO HA KOHIIEPTHATA
KJIaBMpHa fieltHOCT B bbirapus. Ho npogecnoHannsMbr B K1aBUPHOTO
M3KYCTBO BCe Ollie € JlaJIedHa Le/ 3a O'B/IrapCKIUTe MY3MKAHTHU 1 32 JIC-
TMHCKOTO My HOCTMUIaHe Iie Objje M3MMHAT JBIBI IIBT. A KIaBUpPHATA
MHTepIpeTalus y Hac oT KpaA Ha XIX u Hadanmoro Ha XX B. ocTaBa BCe
ollle OPraHMYHO CBBbP3aHa C IIOOUTEICKOTO My3MLIMpaHe 1 OTAaIedeHa
OT XY/JO)KeCTBEHOCTTA KaTo MapKep 3a IpodecoHaTHa My3UKalIHa U3-
asa [[OPAHOBA 1999: 36].

[ImaHOTO Ce BK/IIOYBA M B ITBPBUTE IYOIMYHY KOHLIEPTHY M35-
BI Ha CpOpMUpaHUTE OT YENIKUTE MY3MKAHTM HTYXOBU OPKeCTpU Y
Hac. Taka MHCTPYMEHTBT IIOCTENIEHHO CTaBa YacT OT MallabHUTe My-
3UKa/IHY M35IBM, KOUTO (OpMUpAT BKyca Ha ImpokaTa mybamka. Ilo
MHUIaTUBa Ha ,,CraBsiHCKa Oecepa”“ mpe3 1881 r. mo mosoy, 11/24 mait
€ OpraHM3MpaH U I'bPBUAT CUMQOHIYEH KOHLIEPT, KOVTO € VI3HeCeH B
3amara Ha HapopHOTO cbOpaHme. BB BTOpara 4acT Ha Tasu mporpama
3By4M ,, KOHILIepTHa Iueca 3a MMaHo U OpKeCTbp  BBB pa MUHOP OT Be-
6ep. [InanncTkara e r-rja bypmosa. I1pes cnepBammunte rogyHu TOK0OHN
KJIaBUPHM U3ABY 3a€MaT BCe II0-ChIIeCTBEHAa 4acT OT CMECEHUTEe KOH-
LuepTHU nporpamut: ...Ha 1/13 anpun 1883 2. 2-ya Bypmosa usnennaea
Aneepo susaue om Konuepm ¢pa munop om Illonen. Ha 21 mapm 1884
CBC CONPO600 HA OPKECIBP COULAMA USNBIHUMENKA CBUPU ,, BpUNHMHO
kanpuuuo“ om Mendencon, a 2-ua J/loeunosa — Konuepm na mumop om
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Xymen. Bmopama Yneapcka pancoous om Jlucm ,npo3syuasa noo npe-
cmume Ha e-xa Bpaden3.

[IpunosxeHnTe KOHLEPTHM IPOrpaMU OTKPOSABAT HAYAJOTO Ha
Ka4eCcTBEHO HOBY IO CBOATA CBIIHOCT KIaBUPHOU3IIBIHUTEICKA NIPO-
ABM Y HaC, M0-KOHKpeTHO B Codums. Te ca Mapkep 3a OTKbCBaHETO C
HOCPEICTBEHOCTTa ¥ HAaCOYBaHE KbM INPO(ECHOHATHO V3II'BIHUTEN-
CTBO, BBIIPEKN JIIOOUTENICTBOTO, KOETO BCe Ollle JOMUHMpa. Boxemrara
perepToapHa JIMHMUA Ce ONMpa Ha 3Ha4MMu pomanTaHy aBTopu (Illo-
neH, /luct, Cmerana, [IBop>xak, berosen u np.). IInanucrure npassar
CT'BIIKa KbM HOBU U I10-3HAUUTE/THY MOCTVDKEHNUS 32 CbCTOSIHUETO Ha
ObrapckaTa My3uKaiHa CIleHa OoT ToBa BpeMe. CIIOMeHaTuTe Io-rope
MIpOM3BEMIeHNA NMOCTABAT Ka4eCTBEHO HOBY M3II'BIHUTENCKY 3aa4M 110
OTHOLIEHNE Ha XY/I0’)KECTBEHOTO U3II'b/IHEHNE.

Taka ouepTaHUTe HOBU TeH/IEHIVY KbM Kpast Ha 80-Te rOfMHNI Ha
XIX B. IOCTEIIEHHO MOATOTBAT GOpPMMPAHETO Ha IPOdeCHOHaTHO KiTa-
BUPHO M3KYCTBO y Hac. EMHOBpeMeHHO c MosABaTa Ha HOBUTE TEHJEH-
LM B KOHLIEPTHMS KMBOT U K/IABUPHOTO USII'BIHUTEICTBO B CTONNIIA-
ta u [Inosaus, B lllyMeH K1aBMPHOTO M3KYCTBO B IE€CETUNETUETO CIIET,
OCBOOOX/IEHNETO BBPBU IO TPAEKTOPUATA HA BB3POXKAEHCKMS TUIL
KynTypa. Bogemu ca moo6utenyuTe MysMKaHTH, IPUZOOVIN U3ITBIHU-
TEJICKMTE CY YMEHU 110 II'bTS Ha CAaMOYChBBpPILIEHCTBaHeTo. Te Brarar
yCUIuATa CU B IIOCOKA Ha cHpusimenséane Ha ObIrapckoTo 0OIeCTBO C
K/IaBUPHOTO U3KYCTBO.

Amnacrac Anppees CrosHos (23.08.1854, Illymen - 06.10.1930,
[IlymeH) e My3uKaJieH Mefaror, My3uKajeH M3JaTel M OOIeCTBEH fieell.
Toit e embeMaT4HO MMe 3a GOPMIUpPAHETO HA MY3MKaTHATA KYITypa
B Illymen. bamra Ha Anppeit u Becenun CrosHOBY, peamusupanu QyH-
flaMeHTaJIeH TIPMHOC 33 M3TPaXK/JaHeTO Ha NMpodecroHaNTHATa HY INU-
AQHUCTMYHA U KOMIIO3UTOPCKATa IIKoja. I[1MoHepHOTO ImpuChCTBME Ha
Amnactac CTOsHOB B ITpeXofia OT TI00UTENICKO My3UIipaHe KbM Ipode-

3 Anna-JTro6una Bypmosa Xecamumesa (1864 - 1897). VimeTo ¥ ce cpeliia B Ite-
PMOAMYHNA MeYaT M KaTo M3II'bIHUTeNKA Ha KoHLepT 3a MMaHO M OPKeCTBP
Ne 1 ot MeHpjencoH; akoMITaHMpa M OpKeCThPBT Ha I mexoTHa codumiicka fpy-
XKVHa B KOHLIePT, opranusupad ot Copuitckoto 671aroTBOPUTENTHO [PYKECTBO
B casoHa Ha CraBsiHCKa Oecefa, cbeTos ce Ha 17.03.1882 1. (B. ,,Barapcxkmit
rnac . I, C., 14. 04. 1882, Ne 27, c. 2.) [AHJIPEEB 2024: 13]
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CMOHA/IM3BM B KJIABMPHATA HU LIKOJIA ce IeUHIpPa B HAKOIKO OCHOB-
HI HaIIpaBJICHMA.

I[Ipecrosar Ha Anacrac CrosiHOB B Bpawnna npu Byitdo My Jlo6pu
BoitaukoB npes3 1869 — 1870 T. ce oka3Ba K/II0YOB 32 My3MKajHaTa MY
oprenTanyA. CIUIHO HOBMUAH OT 3abe/ie)XuTeTHaTa TBopuecka ¢ury-
pa Ha BoifHMKOB U1 Herosara ChIIpyra, maHucTKara Koncranna Xpuc-
TOAynoBa-BoitHuKoBa, MmaguAT AHactac CTOSHOB, IOAIIOMOTHAT OT
Obpemara cu ByJiHa, B KPaTKO BpeMe YCBOWII U TIOYHAJI ja CBUPY JIEKN
mapyeTa: Xopa, IOJIKY, Baicose, Mapiose u np. [XbPKOB 2005: 20].
TBopueckara akTuBHOCT Ha CTOSIHOB OTPa3siBa [0 ro/1sIMa CTelleH Bb3-
POKJeHCKaTa KOMIUIEKCHOCT Ha uasBara. [lomyunn jo6po obpasosa-
HIUe 110 PpU3MKa ¥ XMMUS, YCBOWI AHITIMIICKA ¥ (PPEHCKY e3UK VM Hapeq,
C TOBa pa3BUJI OpPKeCTPOBa JeitHOCT (pes rogyuuute B Llapurpan u Ily-
MeH), AHacTac CTOSTHOB CTaBa y4UTeNT B POAHUSA CU I'Pajl, ChueTaBaliKu
IperoiaBaHeTo Ha (U3MKa, TeOMeTpPUs, eCTECTBEHA VICTOPYA U TIeeHe;
BBH OT y4eOHaTa paboTa OpraHusupa XopoBe 1 OpKecTbp, CbOupa 1 Ho-
THpa HAPOZIHM IIECHM ¥ XOpa, KOMIIO3Mpa MapIloBe U TaHILOBU IMeCH
3a [IMaHO, NMIle PBKOBOJCTBO 32 HOTHO II€EHE, /JaBa YPOLU IO NUAHO,
LUTY/IKa U KUTapa, OpraHusupa 3abaBy U KOHLepTU. JJOMUHAHTHO-
TO NPUCHCTBME Ha My3uKara obade pasrpaHmdyaBa AHacrac CTOSHOB
OT TUIIMYHATA BB3POXKIEHCKA IMYHOCT C HeifHaTa cpacHara gopma Ha
KyATypHa aKTUBHOCT — YnHTynoB, Iletko Cnapelikos, BoliHMKoB CbB-
MecTABaT MY3MKaTHOTO ChUMHUTENICTBO ChC CTUXOTBOPHOTO M/ ChC
Ch3JaBaHeTO M OCTABSAHeTO Ha ApaMarnyHy nuecu. [SITIOBA 2005: 13]

Anacrac CTOSHOB € WbPBMAT, KOJITO IIpaBy KpauKa KbM OT/ie/A-
He Ha CaMOCTOAITe/THO IIPOCTPAaHCTBO Ha MYy3MKaTa, ¥ TOBA TO ONpefiens
KaTo K/II040oBa GUIypa Ha TPAaHMUIIATA MeX]y TIOOUTEICTBO U Ipode-
CHOHA/IM3bM B K/IaBMpHaTa Ky/ITypa y Hac.

Hagasmoro Ha ChBMecTHaTa u3maTelCcKa MEMHOCT Ha AHacTac
CrosiHoB 1 Pauko Pa4yoB e neceHeH cOOpHUK ,,20 yUMINIHN ECHU Ha
HOTM Ha 1, 2, 3 u 4 rmaca’, 4. I, usnassn B Pyce mpes 1882 r., usganue
Ha ,,Kcunonmnrorpadums Opobusax” [[JA Ilymen, ® 660 K. om.1., a.e. 2.].
ToBa e MBPBOTO OBITapCcKO IEYaTHO HOTHO M3JIaHUeE, KOETO BIIVICBA
Amnacrac CrosHoB 1 Pauko PauoB B O6barapckara MysmKanzHa KynITypa
KaTO IVOHEpU Ha O'BbIrapckys HOTOIedYar. Te u3fjaBaT My3MKajIHa JIi-
TepaTypa ChBMECTHO M CAaMOCTOATENHO B nepuopa 1882 — 1890 r. Crep,
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1900 r. Anacrac CTOAHOB M3faBa CaMOCTOSATENTHO TBOPYECTBOTO CU
nopajy paHHaTa cCMBPT Ha PavoB. 3a 671130 20-TORUIIHNS IEPUOJ, Ha
U3JlaTe/ICKa JIeITHOCT Ce IMOsABABA 3HAYMTETHO KOMMYECTBO MY3MKa/lHA
NuTepaTypa: IMeceHHU COOPHUIM, COJIOBM IIECHU, K/IaBMPHA MY3MKa,
»ANIOyM 3a KuTapa“, yueOHM I0COOM 3a HOTHO IleeHe U BOKATHA MY3H-
ka [HACTEBA 2005: 23].

AKIIEHTBT TyK Ca WbPBUTE KIABMPHM HPOU3BEAECHUS, YMETO
OTIeYaTBaHe MMa MCTOPMYECKO 3HAaUeHNUe 3a IIOSABaTa M PasBUTUETO
Ha ,HOBJsI )KaHpP B O'b/IrapcKaTa My3MKa — MHCTPYMEHTA/IHaTa Iyeca’
[ITTOBA 2005: 13].

Or regHa TOYKa Ha ChBPEMEHHATA MY3MKaIHA Ky/ITypa 13bpo-
eHNUTe M3IAHN Ca KAICY/IMpPaHN B IPEXOAHMS HEePUOJ, MEeXY TI00u-
TEJICKO My3uIypaHe ¥ NpodecroHanu3bM. TAXHATa MOSABA € eCTecT-
BEH OTTOBOp Ha HEOOXO[MMOCTTa Ha BPEMeTO, JIUIICaTa Ha perepToap,
KaKTO ¥ IOBJUraHe HMBOTO Ha 0Opa3oBaHOCTTa (KakTo Bede Oe OT-
6ensA3aHO IO-TOpe B TeKCTa). B Hamm iHYU Te ca TBOpYecku apredakr,
KOVITO JOKYMEHTHpA [I0COKAaTa Ha aKTUBU3MpPaHe Ha IPOLieCUTe B Ob/I-
rapckara MysMKajiHa KyaTypa oT Kpas Ha XIX n Hayanoro Ha XX B. B
CbBpeMeHHara HI IpodecroHalHa IIKO/IA Te3U M3aHMs HAMAT Ipu-
noxeHye. Makap u ¢ TIOOUTENICKM XapaKTep, Te ca I'bPBUTE TBOPOU OT
OB/IrapCKy aBTOP C HALIVIOHA/THO 3By4eHe, KOUTO YIEHNUIU U 00U TeNn
IVAHNUCTY MMAT Bb3MOXXHOCTTA fia To13BaT. OOpbIaHeTo KbM ObIrap-
ckusA Gonknop (KpM ObIrapcKata UAEHTUYHOCT) lle CTaHe OCHOBA 3a
¢dbopMupaHe Ha OBITapCKUsI HALMOHAJIEH CTU/I B KOMIIO3UTOPCKATa HI
mkona otr MyHanus BeK. Hanpumep Jlro6omup IInnkos e mnsnonssan
»IOHaK BBPBU IIpe3 ropuiia 3eneHa’ (myonmkysana oT AHacrac Cros-
HOB 1I0f% Ne 14 B ,,18 6Brapcky mecHu) B cBost IIbpBy CTpyHEH KBap-
tet4. Bragurepos usnonssa B Pancopgus ,Bapmap® ,,Illymencko xopo®
ny6nukyBaHo ot AHactac CrosiHoB [ATIOCTOJIOBA 1997: 103].

BbB ponpmosere Ha Anactac CrosiHoB u Pado Paues B lllymen ca
3amaseHy 23 KJIaBUPHU USJAHUS — OT/E/HY IIMeCU Y KIaBUPHM cOOp-
Huiy. Hanpumep mapur ,,IInpot” or CrosiHoB u PaueB, mocBeTeH Ha
no6enoHocHMs 6barapckn BoitHuK [[IA Hlymen ¢. 660 K, om.1, a.e. 9];

4 https://www.youtube.com/watch?v=pSM1euoKXKA - BapmaHT 3a KaMmepeH
OPKECTBpP.
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mapui ,,Jlo6pymxa“ ot A. Crosuos [[JA Illymen ¢. 660 K, om.1, a.e. 10];
mapi ,,CnuBHuna“ ot Anacrtac CrossHoB 1 Pauko M. Paves, mocBeren
Ha [IpecnaBckus u [Jynascku nonk [[JA Illymen ¢. 660 K, om. 1, a.e. 11];
KJIaBMPHY ITpousBefieHnst: ,Jappam’, ,,Coruur’, ,Kanapne®, ,Masypxka’“,
»DBIITApCKY HAPOIHU XOpa“, HamvKkmeHu 3a uaHo oT Anacrac Cros-
HoB [[JA Hlymen ¢. 660 K, om. 2, a.e. 9] u p. [TppBuTe KI1aBUpHYU Map-
moBe, kouto CrostHoB u PaueB ormevarsar ca ,,[Inpot” u ,,CnuBanna®
mpe3 1886 1., a mpe3 1889 1. kaTo OpOIT 1IECTN OT MeceyHaTa MOpeRnLa
»HapogHa My3nka“ e M3fajjeH MapuIeT ,,/Iparoman.

Cnopen uscnemosarenkaTa MersieHa AIIOCTONOBA MaplIOBe-
Te Ha AHactac CTOSHOB NPMHAJIEXAT KbM I'BPBOTO TEMAaTHMYHO Ha-
IpaBjIeHlie B HETOBOTO TBOPYECTBO — HAUUOHANHO-NAMPUOMUHHOMO.
BrbXHOBEHM OT KOHKPETHM MCTOPUYECKU CBOUTHA, Te HOCAT Xapak-
TEpHU 3a eroxaTa naTpuoTnyeH maroc. CTpyKTypara UM € B ABY/e/THA
wu TpujenHa popma, BTopuAat i e Trio. 3amo4BaT ¢ 4eTUPUTAKTO-
BU BCTBIUIEHNsI, KOUTO MMAT BBBEXALL XapaKTep OT I7IefHa TOYKa Ha
PUTBM, TOHAJTHOCT, HACTPOEHME — TUIIMYHO 33 Mapiia. TOHaTHUAT UM
IUIaH He Ce OT/IMYaBa ChC CIOXKHOCT, IA’bT € Ma>kKopeH. MapioseTe ca
Y II'BPBUTE OBITAPCKY IVECU OT TO3M XKAHP.

BropoTo HampaBneHMe B TBOpuecTBOTO Ha AHacrac CTOSHOB,
KOeTO ATIOCTOIOBA OTKPOSIBA, € 1edazo2uecko-pasnpocmpanumencko.
To e cBBp3aHO ¢ >)kaHpa Ha IIeCEHTA ¥ TAHIIA U € Ha JOCT'BIIHO V3II'b/IHNU-
Te/ICKO paBHuIIe. Hamb/lHO B KOHTEKCTa Ha CBOETO BpeMe, Ch3fjaBaHe-
TO M OTIIEYaTBAHETO Ha Te3V TBOPOMU € JUPEKTHO CBBP3aHO C HY>KANUTE
Ha MY3VMKa/THOTO OOLIECTBO ¥ MY3MKa/THO-TIearornyeckaTa JeifHoCcT y
Hac. OnycuTe MoraT fja 6'paT OIpefe/ieHN KaTo MPUIOKHI B CMICH/IA
Ha TOBA, 4e TAXHATa QYHKINA e Jja 3aI0BOJIAT KOHKPETHNUTE MY3VKajI-
HY TIOTPeOHOCTH Ha MPOXOXKAAIaTa 6barapcka KjaBupHa Iefarornka.

ITIpes 1889 r. Anactac CrossHOB 1 Pauko PaueB 3amousar meceu-
HOTO MY3MKA/HO M3fiaHMe ,HapopgHa mysuka“. B kmaBupHusA psam Ha
nopeauuara ca myonukyBaHu 11 cBUTBKA C IMpOM3BeNeHMs 3a MUAHO.
B mopennuara ce BKI0UBaT ,,bbarapcky necHu u xopa 3a ¢oprenua-
HO* (1888), An6ym Ne 1 — HapopHu Xopa 3a maHo (1894), mapu ,,Maxe-
mouer” (1895), Tpu xopa: KokoHckara, Eckuiickara, [lloricko (1897). 1.
Yappaur, 2. Coru, 3. Kanapue, 4. Masypka (1898), mapr ,,[Joopymxa“
(1900), ,,18 6brapcku mecHu 3a goprennaHo (Hemarupann). Vissene-
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HUAT TBOPYECKM aKTUB IIOKa3Ba, 4ye 3arnaBueTo ,Hapomna mysmka“
obenMHsABA MecH, KOUTO ca O/IM3KM 110 XapaKTep ¥ 3By4YeHe /10 HAINA
MysuKaseH ¢onxnop. EfHoBpeMeHHO ¢ mpousBeieHnATa ¢ GONKIOpeH
XapakaTep B mopennuara ,Hapopna mysnka“ or 1889 r. ce mybnukysar u
Ma3ypKu, IOKK ¥ cepeHapu: Ne 7 ,,3opa‘“ e monka — Masypka, Ne 8 ,,Co-
¢dus” e monka, Ne 9 ,,Cepenana‘, kosito e mueca ot Pp. lllybept u e enus-
CTBEHOTO IIPOM3BeJieHNe, BK/IIOYEHO B IIOPeANIIaTa OT 4y>Kz aBTop. OT
TO3M OINT 33 OPraHM3aIA Ha M3JaTe/ICKaTa IeHOCT ca 3aIla3eH  olle
7 KJIaBUPHM M3JaHN CbC 3ar1aBueTo ,Hapopna mysuka® 1. Yapgau, 2.
Coruwy, 3. Kanapue, 4. Masypka, cblIIo ca IIyOIMKyBaHM IMECH, KOUTO
ca pas/IMYHU OT OCTAHAINTE, CBBP3aHM ¢ Qonkaopa. ToBa MUKcupaHe
HOJICKa3Ba, 4e MOpefuliaTa CbC 3araBue ,HapongHa Mysnka“ ce e Bb3-
npueMaa B MO-IIMPOK CMUCHIL, M3/IM3AI OT paMKaTa Ha ObArapckus
(onKIop, KaKTO IO TPUHIIAII €.

JKanpoBsara onpezeneHOCT Ipy CaMOCTOATETHUTE K/IaBUPHY -
ecu npeponara 0600IIeHOCT Ha M3pasHUTe CPEACTBa. T ce CBBbp3Ba €
M3BECTHUTE HAa My3MKaHTNUTe U y6nmkaTa B IllymeH >kaHpOBe OT Bpe-
MeTO Ha I'bpBUsA y Hac opKecTbp Ha Muxaii llladpan. B To3n cmucon
TAXHATa YCTOMYMBOCT IIpe3 TOAVHNTE € aja OTpakeHNe 3a Chb3JaBa-
HeTO M Ha KJIaBMPHNTE IMeCH, KOUTO Ca KaueCTBEHO HOBO sBJIEHME 32
6BIrapcKoTo 061IeCTBO U My3MKajleH OuT. VI3monsBaHeTo Ha MOMKa U
HOJIKa-Ma3ypKa He[IBYCMICIEHO Ce CBBP3Ba C BIMAHUATA Ha €BpOIIel-
CKaTa My3MKa/Ha KyITypa. B MHTOHAIIMOHHOTO M3rpaklaHe Ha Te3u
IIeCH ce IOMaBA OMM30CT C MEeTOAMYECKUA CTPOeX Ha IPafICKusA Iece-
HeH (O/IKJIOp, TIOfAYepTaBa ce PUTMMYHATA XapaKTePUCTNKA Ha CHOT-
BETHNTE TAaHIIN.

B pasrnexxgaHata nuTepaTypa ce OTKpOABAT M KIABUPHUTE IV-
K/IV, KOUTO Ca [jBa OCHOBHU Tuma. IIbpBUAT e 61M3BK IO CTPYKTypa
Ha CIOMTaTa, ChyeTaBallla TAaHIV C Pas3/N4eH HAIVIOHAJIEH IIPOU3XOZ.
BropusaT e oT Bujja OTIypM 1 T.HAp. ,KUTKA  — HOPMU, XapaKTePHU 32
kpas Ha XIX B. 1 6BIrapcKOTO MPOQeCOHATHO MY3UKATHO TBOPYECT-
BO Ha KOMIIO3MTOPHTE I'bPBOMAICTOPHL.

CbBpeMeHHUAT KPUTUYEH IPOYUT OTOE/A3Ba HECHBBPIICHCTBA-
Ta ¥ HEJOCTATBLNTE HA KJIABMPHNUTE OIIyCY OT IOCTIeHUTE HeceTnIe-
tus Ha XIX B. Ho kakTo Beue 6e 0TOe/s13aHO TIO-TOPE, Te HOCAT OTIIeYa-
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TBKa Ha TO3M paHeH (IIOTOTBUTE/EH) IepyOf| B Pa3BUTHETO Ha Ob/Irap-
CKOTO K/TaBMPHO M3KYCTBO ¥ KaTO TaKMBa IPeACTaB/saBaT apTeakT Ha
BPEMETO, HIBOTO /1 €CTETNIECKIUTE ThPCEHMS.
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KOHLUEPT 3ATYBA N OPKECTDBP OT AABEHA
METPOBNY BPAUAHCKA — CTUAUCTUYHI
N TEXHOAOI MYHU MOAXOAN

PAJTOCJIAB JIIO/ITEPOBL!

CONCERTO FOR TUBA AND ORCHESTRA BY
ALBENA PETROVIC VRATCHANSKA. STYLISTIC
AND TECHNOLOGICAL APPROACHES

RADOSLAV DYULGEROV?2

Pestome: KoHliepTbT 3a Ty6a ¥IMa 0COOEHO MACTO B TBOPYECTBO-
T0 Ha Anbena IlerpoBuy Bpauancka. Toii e mo-paHeH omyc, Cb3-
mazeH e mpe3 2004/2005 r., HO oIje B HEr0 MOXKeM Jia OTKPOUM
HAKOYM HOBAaTOPCKM KOMIIO3UIIVIOHHY pelIeHNs, KOUTO ca Xapak-
TEPHU 3a O-KBCHOTO M TBOPYECTBO. 3ajauara, KOsTO CU ITOCTa-
BAIM, € Bb3 OCHOBA Ha CTWIOBMA 1 (OPMaJIeH aHa/IN3 Ha KOHIIep-
Ta ¥ KOHKPETHO Ha TEXHOTOTMYHUTE OCOOEHOCTH B MapTHATA Ha
Ty6aTa Ja Mpociensa KOMIO3UTOPCKIA U IIOAXO, KOVITO s CBBP3-
Ba, OT €flHa CTPaHa, C KJIacK4yecKara TPafuIys, a OT Ipyra — C
ecTeTKaTa ¥ My3UKaIHMA e31K Ha XX Bek.

1 PagocnaB [I10/repos e HOKTOpaHT B JOKTOPCKa Iporpama ,Mysuka“ Ha Hos
O'b/IrapCKM YHUBEPCUTET C HaydeH pbKoBoputen npod. Enucasera Boranno-
Ba-YUeH0Ba, fi.H.; e-mail: radoslavnd@gmail.com.

2 Radoslav Dyulgerov is a doctoral student in the doctoral program "Music" at
the New Bulgarian University with scientific supervisor Prof. Elisaveta Valchi-
nova-Chendova, ScDj; e-mail: radoslavnd@gmail.com.
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Knmouoeu oymu: Anbena IletrpoBuu Bpauancka, 3sBykonssmnya-
He, MY3MKa/IHOM3Pa3HU CpPeICTBa, KOHTPOJIMPAHA a/eaTOPUKa,
CbBpPeMeHHa My3JKa

Abstract: The tuba concerto holds a special place in the work
of Albena Petrovic Vrachanska. It is an earlier opus, created in
2004/2005, but even in it we can identify some innovative com-
positional solutions that are characteristic of her later work. My
task is to trace the composer’s approach, based on the stylistic and
formal analysis of the concert and specifically on the technologi-
cal features in the tuba part, which connects it, on the one hand,
to the classical tradition, and on the other hand, to the aesthetics
and musical language of the 20th century.

Keywords: Albena Petrovic Vratchanska, sound extraction, musi-
cal means of expression, limited aleatorism, contemporary music

B 6Bnrapckara MysuKa KOHIIEPTHUTE 3a TyOa U OPKeCTbp ca Hi-
KOJIKO. 3a TAXHOTO Ch3[jaBaHe MHOTO Ba)KHa € BP'b3KaTa C M3II'b/IHNTeE-
JIUTE — B IIPOM3BEICHNUATA, KOUTO a3 M3C/Ie[BaM B IUCEPTALMOHHNS CI
TpYZA, ToBa e Hukomait Temunckos3.

KonnepTsT 3a Ty6a or Anbena Ilerposny Bpauancka* ce orm-
YaBa OT APYTUTE TPYU NIPON3BEIEHNs, KOUTO Ca 00eKT Ha aHa/IN3 B V-
CepTalMOHHVSI MU TPY/, II0 OTHOIIIEHVe Ha MY3UKa/THV e31K Y TPETH-

3 Huxomait TeMHUCKOB e 4ieH 1 comucT Ha CuMpOHNYHsT OpKeCTBp Ha bbiarap-
CKOTO HAIVIOHAIHO PAJyo, eAVH OT Ch3fjaTenTe Ha ,,AkageMuk O6pac” (1984),
ot 2006 T. e TOCTOsIHEH WieH Ha Meguus fyxoB kBuHTeT ,,Codus“ (Haunmona-
neH papuo 6pac), a mpe3 2008 . 3aegHO ¢ ¢eittucTkaTa Pocuna Bosmpkuesa
OCHOBaBar fyoto ¢reiita u Ty6a. OCbllecTBABA IpeMUEPHN U3IIBIHEHNA Ha
penuiia IpousBefeHNs 3a Colo Ty6a, Tyba u nuaHo, dreiita u Ty6a, TyOa n
OPKECTBp ¥ Ha MHOXECTBO KaMePHIU TBOPOU OT OBATAPCKM U UyXK/AeCTPAHHA
ABTOPIL.

4 AnGena Bpauancka e popieHa mpes 1965 r., mprueMa TBOPYECKNs IICEBIOHUM
IMerpoBuy B JIfoKCeMOYPL, ¢ KOITO e Hail-lo3HaTa M3BBH bbarapus. Vmero
i ce mammcpa: Anbena IlerpoBuu Bpavancka / Albena Petrovic Vratchanska
(Albena Petrovic).
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paHeTO Ha My3MKaaHaTa (OpMa, KAaKTO ¥ Ha TEXHOJIOTMYHNUTE 3a/ja4un
npep MHCTpyMeHTanucTa.” Toit e paHHO HeTHO IPOM3BefieHIe U € IIbp-
BUAT MHCTPYMEHTAJIEH KOHLIEPT C OPKECTBP OT aBTOPCKMUA M KaTaJIor.
Hamnmucan e npe3 2004 - 2005 r., u3'baHeH e mpe3 M. AHyapu 2006 T.
ot Huxomait TeMHUCKOB ¢ AKafleMU4HUsA CUMQPOHNYEH OPKeCTBp Ha
HMA. B KonnepTa ce paskpusar 4epTy OT reHe3lnca Ha TBOPYECTBOTO
Ha BpadaHcKa, KOeTo JHeC yCIIeIIHO ce IIPeAiCTaBsI Ha MEeX/1yHAPOIHNTE
ClIeH) 32 CbBpeMeHHa MY31Ka, KaKTo 1 B bbarapus.

He mora fa He cmoMeHa n ¢akTa, 4e HACOUBAHETO Ha KOMIIO3M-
TOpKaTa K'bM TO3M JYXOB MHCTPYMEHT € CTUMY/IMPAHO U OT IpOodecro-
HaJIHaTa M 6/1M30cT ¢ pyxoBuTe MHCTpyMeHTH. Ille mpumoMHs, de 14 e
IOTOMCTBEH MY3MKAHT Ha M3BecTHaTa pamuinsa BpayaHcky, cBbp3aHa
C IyXOBUTE OpKeCTpu®.

KonueprsT 3a Ty6a Ha BpayaHcka e Ch3fiafieH B IIePUOJ, B KOWTO
ce M30MCTPAT CTWIMCTUYECKNTE OCOKM Ha KOMIIO3UTOPKATa — 3peJiu-
AT M MY3UKaJIeH e3MK JIOTYMYeCK) KPUCTAIN3MpPa BbPXY PaHHNUTE U MY-
3MKaTHOTeXHO/OTMYHM ThpceHnsA. Kakro cnogens Bpauancka (B mpo-
BeJleH OT MEH pasroBOp BbB BPb3Ka C TOBA IIPOU3BEJICHIIE), TON € CTH-
JIUCTUYECKU U eCTeTUYECKM ,,BOTOMEN  — Kblemo 800ume Ha Mopemo u
pexama ce cnuéam. B IbTA N Ha KOMIIO3UIIVIOHHYU TBPCEHUA U Ch3Ps-
BaHe € XapaKTepHa CMsAHATa Ha M3pasHUTe cpefcTBa. Ilpes mepmuona Ha
PaHHOTO M TBOPYECTBO MY3MKaTa M € CH/THO IIOB/IMAHA OT HEOK/IACUIIV-
3Ma, oT TBopuecTBOTO Ha Kabanescku n [llocTakoBuy, cbIjo 1 Ha AJlek-
cannpp Partue. ToBa Moxe fa 6'bfie HAOMIOAABAHO U B U3IO/I3BAHUTE
OT Hesl M3Pa3HMU CPeAcTBa U paboTara M C TeMaTMYHNUA MaTepua, U B
My3ukaaHnuTe popmu. IIpomsaHaTa B KOMIIOSUIIIOHHOTO M MIUCTIEHE Ce
Hab/II07iaBa B omycuTe M, HanycaHu B JIrokceMOypr mpe3 1996 — 1997 1.

5 Pasriexpam ore tBop6u ot Jumursp Caraes (1915 - 2003), Crosin babekos
(p- 1936) u Kupun VMnuescku (1955 — 2020). Bceku eanH OT TpuMaTa aBTOPU
MMa CBOJ VHAVBU/YaJIeH MOAXO KbM MHCTPYMEHTa, HO Hail-001110 Ka3aHo, B
COMUCTUYHATA TAPTHsI Ha TybaTa ca M3M0/I3BaHM YTBBPAEHM IIOXBATH.

6 HeitHuaT fsAfo e AHapeit BpayaHcku, efuH OT Hail-SIPKUTeE IPENCTABUTENN Ha
IyXoBaTa OpKecTpoBa npaktuka B CeBeposamnanHa bearapus (sx. [BPAYAH-
CKW 2012]). Bama 1 - Vinmus BpayaHcky, € BOeHEH JUPUTEHT M KOMIIO3UTOD,
aBTOp Ha IoBevye OT 180 My3MKa/HM IPOU3BENEHUA B PA3NYHU )KaHPOBE I
T.H.
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AJIBEHA ITETPOBMY BPAYAHCKA -
KOMIIO3UTOP OT TIOKCEMBYPT 1 BbJITAPU

Ille npunoMHs HaAKoM GakTy OT buorpadusara Ha Bpauancka, un-
ATO 60-TOAVIIIHNMHA Ta3y OfMHA Oe 0TOeNA3aHa C PpasIMYHM KOHIEPT-
HU M3SBU TI0 CBeTa U B bbnarapusa. Ta e mpesicTaBsaHa e[HOBpeMEHHO
KaTo KOMIOo3uTop oT JIrokceMOypr u bbirapus, mpes mwbpBuTe jiBe fie-
cermnetus Ha XXI Bek Mysukara M e IIOJIy4n/Ia IIpu3HaHye KaTo Mpef-
CTAaBUTEJIHA 32 KOMIIO3MTOPCKOTO TBOPYECTBO 1 B [IBETE CTPAH.

BpauaHcka nocousa Hag 600 cBOM TBOpOM OT pasIM4HMU KAHPO-
Be, YacT OT KOMTO ca NMyOMMKyBaHM OT mapaTencrsara Schott Music
International, Editions Octanphare, Furrore Verlag u Luxembourg Music
Publishers, a mpes 2025 r. n Ha nzgarencrsoto Ha CBK [An6ena Ilerpo-
Bu4 Bpauanckal.

I[Tpes 2022 r. meyenu KOHKYPC 3a MPOEKT 32 MyONMKALMS C KHU-
rata cu ,Mosrt onepeH cBat” / My Opera World, kosTo e mocBereHa Ha
HeJfHNTe JieBeT onepy (Jororasa) M u3nmsa ot revar mnpe3 2023 1. BbB
¢dpenckoro usparenctso L' Octanphare [PETROVIC 2023].

Hackopo n3nese u 6e npencraBeno 8 HMA egHO yHUKaTHO U3/ia-
HJIe C OPUIVHATHITE KapTVHU ¥ 0(pOpPMIIeHNEe — MaIlabHOTO MOHOT'Pa-
¢uuHO n3cnensane Ha npod. a-p Vs I'pamarukos ,,Ckputy OyKBI —
Paskpurtu 6n1aH0Be. HabmoneHns BbpxXy KJIaBUpPHUTeE yecy Ha AnbeHa
Ilerposnu Bpayancka ¢ mpocrefsiBaHe Ha ChIIOCTABUMI ABIEHUS B MY-
3MKaTHaTa UCTOPUs , ¢ abcTpakTHara XuBonuc Ha Hukomait Braxos.
B kHurara ca nmpuaoxeHn ayanodaitnioBe cbC CTYAMITHY 3BYKO3aIINCH
Ha BCUMYKM IIPEAICTABEHN B TEKCTa MMECH 3a COMIO MMUAHO U 33 KJIABMPHO
nyo — Hapg 200 munyTu Mysuka [[PAMATIMKOB 2025].

Mexpay 2017 n 2025 r. BpayaHcka cb3fiaBa HAKOIKO MHCTPYMEH-
TaTHN KOHLiepTa — KoHuepm 3a 0eéa knapuxema u KamepeH opKectnop
SONGE EXOTIQUE, xoiiTO e U3I'bIHABaH MHOTOKpaTHO OT Ayo bep-
tonuHau B JIrokceMOypr, Vtanus, Bpasunns, Ilonma, fopu B ,Kapuern
xon“ B Hio Viopk. ITepeusm U koHuepm 3a nuaxo u opkecmsp ocTaBa
HEeU3II'bIHEH, HO Brmopusam c IporpaMHOTO 3arnaBue Sogno Premonitore
(2024), HanucaH creryaaHo 3a MMaHucTkara Maptuna Tabakosa, npu-
CBbCTBa MHOTOKPATHO B IIpOrpaMmTe Ha opKecTpu B bonrapus u Vra-
NS, IMa OCblIecTBeH 3amnc B Pagno Codus.

218



16. PAJOCJIAB JIO/ITEPOB. KOHLJEPT 3A TYBA M1 OPKECTBP ...

Bpauancka pab6oTtu ¢ penoMmupanu apTuctu. IIpousBegenusra u
ca U3N'bNIHABAaHU B ABCTpus, AHRopa, AHrnusA, CAIIl, bpasummsa, Mek-
cuko, Can CanBapop, Kocra Puxa, Cunranyp, ABcrpanus, VMupus,
T'epmanus, Pycusa, Uranua, Opanuus, Vicnanua, Vpnanaus, Hopty-
ranus, benrus, Xonanaus, Hlseitnapus, Jauus, Ectonns, XbpBarcka,
Cnosakus, CnoBenns, Yexus, Copoust, Makegonus, I'spuys, Typrus,
Kocoso, [lonma, Ykpartaa u bearapus.

Ot 2009 1. e ocHOBaTen U Mpe3uAeHT Ha MeXIyHapOo#HMA KOH-
Kypc 1o komnosunus Artistes en Herbe (Hauunaeuwju meopyu), opranu-
3UpaH C HOAKpeIaTa Ha TI0KCeMOYPrcKoTo MIHKUCTEpCTBO Ha KYITypa-
Ta. To3u KOHKYpC e yHMKasleH B 3anagHa EBpora ¢ peraMeHTa ci, Koit-
TO € IIpeffHa3HaYeH 3a fiera 1 Mmaay komnosnutopu B ceknya JUNIOR
U 32 HaIllMCBaHe Ha Ieflarornyecky npoussefieHusA B cekuysa SENIOR.

KOHUIEPTDBT 3A TYBA 1 OPKECTbP

B JTrokceMOypr mpe3 wbpBuTe IeT roAnHYN BpauaHcka ce 3aHMMa-
Ba CaMO C KOMITO3MIIMN 32 Jielja, paboTu HaJ Iefjarorn4eckyl pernepro-
ap, Koimo no3eonsea ynompebama Ha HeOKIACUHECKU CHUTUCIUYECKU
enemeHmu, 6e3 0a 671U3a 8 KOHPAUKM ¢ HOBUMe U ecremu4eckKy Kpume-
puu (1o HeitHUTe BymMu). Tosu perneproap e cBoeoOpa3HaTa M TBOpUECKa
mabopatopusi.

KoHuepTsT 3a Tyba HOCKM OTIEYAaTBK Ha HEVHUS paHeH, KAaKTO
TS TO HApU4a, y4eHUu4ecky Crul Ha u3passeare, HO He ce Hajara KaTo
Bofel. [lopu Cb3HaTeTHO MOAYepTaBa CTpeMeXa CM Jia ro M30erHe.
Vmaiiky mpeBu/] IEPMOfia HA HANIMCBAHETO HA KOHIIEPTA, B KOMTO TSI
3aI04Ba Criel{Mann3alusTa CU M0 ChbBPEMEHH!U KOMITO3UIIVIOHHNU TeX-
Huku npu Knop Jlenepc B JltokceMOypr, ToBa Ipou3BefieHMe TpsiOBa
fia ce THIKYBa KaTo Ba>kKeH IIPeXOfieH IIePUOf, MeX/Iy paHHUA ,,yuebeH”
CTMJI Ha KOMITO3UTOPKATa Y HeMIHNUTE ThPCEHNS U eKCIIepUMEHTH B ajie-
aropukara. B Te3u rogyHuM Ts1 € CMITHO BIIeYaT/IeHa OT TBOPYECTBOTO HA
Burtong JlrorocmaBcku u Bacun Kasanmxues u ce cTapae fa Hamepu
cebe c11 B M3MONI3BaHETO HA KOHTPOMMPaHa ajleaTopHa TexHuKa (limited
aleatorism). TpyaHO e a ce OTAENAT CMECEHUTE eCTeTUYECKI M CTUIVC-
TUYHU XapaKTEPUCTUKY — Te CHKUTENCTBAT CbBCEM 0e3KOHQIMKTHO,
IOpU Ha MeCTa ca B MpeKpacHa cMMOMO3a U pasKpUBaT reHesyuca Ha
TBPCEHNATA 1 0 OTHOIIEH)E HA HEVH aBTOPCKYU ChbBPEMeHEH KOMIIO-
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3MLIMIOHEH CTUIL.

KoHuepTsT € B Tpy 9actu. COHaTHOTO a7Ierpo ¥ POHAOTO MOKa3-
BaT >Ke/IaHMEeTO Ha KOMIIO3MTOPKATa Ja ce IpUAbpKa KbM TpafiuLinN,
YTBBPIEHU B )KaHpPa Ha MHCTPyMeHTanHuA KoHLepT. Ilo-KbcHO B cren-
BaIllMTe CU MHCTPYMEHTATHM KOHIIEPTHU TA pasdymBa ¢opmara B pas-
NWYHU TIOCOKM, HO B TO3M I'BPBM KOHIIEPT UMKBIBT € TPaJULMOHEH.
3aToBa MMa U ipyra Ipu4yHa, TBopbaTa e HelfHaTa JUIUIOMHA paboTa.

Kakro Kkasax, mbpBaTa 4acT € COHaTHO aJIerpo, TeMara ce MOoAB-
Ba B COMMpALIVA NHCTPYMEHT M B OPKeCTbpa, pa3paboTKaTa e KpaTka
U He pasrpbia ¢popMmara, ClefiBa COMUCTUYHA KaJieHIla Ipeay MOYTH
OykBanHara pempusa. Yecrata cMsHA Ha TaKTOBUTE pa3Mepyu M3pass-
Ba CTpeMeXa M Jja Cb3fiafie 6oraTa pUTMIYHA CTPYKTYPa, KOATO obade
He e 6asupaHa Ha (ONKJIOPHA OCHOBA ¥ HEPAaBHOJETHNUTE pa3Mepy ca
CH3HATETHO AeHaTypanusupaHu. [IogxombT M HaIlOMHA MO3HATH 006-
pasuyu 3a HeokaacuuusMa B XX Bek (Hampyumep CTpaBMHCKM), U3IION3-
Ba JVICOHAHCM, My3MKaTa € aTOHajaHa. Bropara 4acT e ajeaTopHa, T4 €
MHOT'O II0-KOMIIAKTHO IIOCTPOEHA M eVHHA B CTWJIUCTMYHO OTHOLIe-
HIIE U Ce OTKPOsBA C MHTEPECH!U TeMOPOBY ThpceHus. VIMa mporpaMHO
3armaBre ,OMarbocaHaTa HOIHA TOpa’, KOETO B IMAPTUTYpaTa 3a Ipe-
MuepaTa He e 0TOe/IsI3aHO, 3d da He cp30ade Npobem 3a peakyusima Ha
#ypumo. T ro HaHacA B MAPTUTYpaTa MO-KBCHO, IPYU IPEACTaBAHETO
Ha Tasy BTOpa 4acT KaTo OTHe/NHA Iueca. TperaTa yacT e poH/IO U OT-
HOBO OTKpMBaMe HEOKJIACUIIMCTMYHM HOXBaTM, KaKTO U aTOHATHOCT
U IVICOHAHTHO 3By4eHe. KaKTo Kasax, My3lKaTa He € TOHa/IHa, HO MMa
XapMOHMYHI XOJJOB€, KOUTO IIOPaKJaT ycelllaHe 3a TOHa/IHa oropa. B
Ta3M YacT CBILO ce HaO/MolaBa CMAHA Ha TAKTOBY pa3MepH, IPUCHCTBA
U TaHILYBajeH e/leMeHT, CAKAll Ia HaIlOMHM 3a IIO3HaTaTa TPMYACTHA
KOHIlepTHa popma.

BpIpexy chXUTEICTBOTO Ha [IBaTa CTU/IMCTUYHY II0XBATa, Chbye-
TaBally, Hail-0010 Ka3aHoO, K/Iac4ecKaTa My3uKanHa opMa 1 My3u-
KaJIHOM3Pa3HU CpefiCTBa OT ChbBpeMEeHHaTa My3uKa Ha XX BeK, KOHIIep-
T'BT Ch3/laBa BIleYaT/IeHMe 3a eAMHHOCT 1 Pa3lI03HaBAaeMOCT U OTpa3saBa
HOBaTa TBOpYECKa eCTeTMKA Ha KOMIIO3UTOPKaTa; II0CTaBsA OCHOBUTE Ha
HeITHITe HOBATOPCKM 32 TBOPYECKMA M II'bT THPCEHM S, KOMTO MOTaT fia
O'bfiaT IpoCIesieHN B IPOU3BeNeHNATA N ITpe3 C/IeIBAIUTE IBE IeCeTH-
NeTUA.

220



16. PAJOCJIAB JIO/ITEPOB. KOHLJEPT 3A TYBA M1 OPKECTBP ...

OCOBEHOCTHU HA COIIMCTUYHATA
ITAPTUA HA TYBATA

B KkoHI[epTa, KOMTO € 3a TOMSIM OPKECTDBpP, BKIHOYUTENHO U C
Ty0a, € M3MO/I3BAH IOYTH Le/MAT 00eM Ha COMMCTIYHNUS MHCTPYMEHT.
Hait-0610 ka3aHo, B mapTusATa Ha Tybara MMa MHOTO TeXHUYECKMN
TPYAHU U IIPeAU3BUKATETHY 32 USII'BTHUTE/ISI MOMEHT 1 TOBA 51 BIINC-
Ba B MailCTOPCKUS periepToap 3a TO3M MHCTPYMEHT.”

Otie B caMOTO IHOsIBsIBaHe Ha COTIO TybaTa MMa JiBe TEXHUKM, KOU-
TO MHOTO psfKo ce cpeuar: ¢parepuynre (Flatterzunge / Fltz.), ocobe-
HO B HUCKVS PerMCTBp, KaKTo pasnnyuy putmuyanu rpynu (Feathered
beaming).

Tuba Solo CONCERT
pour tuba et orchestre
Rubato (. = 50) L. Albena PETROVIC-VRATCHANSKA
6 A A ~ m
e — F:a""‘_'—'—*z
= ses s 3 Serered o
P —_— T PTP

Creq; BbBefleHMETO IIPO3BYYaBa OCHOBHATA TeMa OT II'bpBaTa 4acT
Ha KOHIIEPTa, XapaKTepHa € ChC CMsIHATA HA Pas3/INYHI PAaBHOMETHN 1
HepaBHOJE/THY pa3Mepy, 6orara e Ha IIPUXU M AMHAMIKI, KOETO IIPaBy
MYy3MKaTa KOHTpacTHa U obpasHa. IIpu Tybara ce HabmIOfaBaT MHOTO
O'bp3¥ IIPEXOAY B IYIAIIa30H OT OKOJIO JIBe OKTaBM (OT rOjIsAMa JI0 Cpefia-
Ta Ha II'bPBa) U PasHOOOpase OT LIPUXM U AKIIEHTI.

7 Bx. [The Composer's Guide to the Tuba. Contemporary Techniques].
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(=200 o 24243 243+

[A]

Ha 6yxsa E B Meno mosso xapakTepbT Ha Me/IOAVYHATA TNHIA
U TeMIIOTO Ce IIPOMEHAT B NMPUYHA TeMa B %, B KOSATO € M3II0/I3BAHO
otHOBO Fltz., BHacAIIO MHTEpeCceH KOHTPACT B CONMMCTUYHATA ITAPTUA.

Meno mosso (J = 92)
espressivo 3 R 3 I'":‘;F'-\ r..;?---1 — e
1
1 I -

B ABa TaKTa IIpean 6YKBa G YETBbpTNHATA € IPMpaBHEHA Ha Y€T-
BBpTNHA C TOYKA, KOETO IMOATOTBA 3aBPbIaHETO Ha II'bpBOHAYA/THUA
XapaKTep CbC CMAHA Ha pa3MEPU, ABVOKEHNETO € Ha OCMMHA.
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(¢=4) molto rit. sub. Tempo I
3+3+2 3+3+2 2+3 343 3+2+43
=

cresc. mf

Karo us10 maptusTa Ha Ty6ara B I'bpBaTa 4acT € MPeJU3BUKA-
TEJICTBO 32 MBITBIHNUTESL. 151 € C MHOTO TO/IEMI CKOKOBE MEX/Y Pervic-
TpUTe, IPOMEHM B TeMIIaTa U XapakTepa, pa3AuyHy JUHAMUKY, IbII-
JKVMHNM Ha JIEraTu I MEeCTa Ha aKL€HTU. Ome €Ha rojiiama TPYHHOCT ca
YECTUTE CMEHM Ha PaBHOIE/IHN VI HEPAaBHOOE/THN OCMIHKOBI pa3MepH,
KaKTO 1 Ha aKIIEHTNPaHUTE BpEMEHA.

CrenyaaHo e ce cupa Ha KafgeHiara. [logo6Ha penedHa rpa-
buyHa MeNIoINYHA IVHUSA € PAJKOCT B [O3HATATa HU COJIOBA JTNTEPA-
Typa 3a Ty6a. V3non3BaHa e MPONOPLMOHANHA HOTALMS, C KOSATO Ce
onpenenAaA To4HaTa Tpa]?[HOCT B CEKYHOM Ha BCUYKU IIO-I'B/ITV TOHOBE
" Iay3n. ToBa mokasBa sicHaTa Bu3MA Ha KOMIIO3UTOpPKaTa 3a ITpO3BY-
YaBaHETO Ha Ig/1aTa KajeHIla. [/IMcaHgoTO JOIIbIHMUTEIHO IIOACU/IBA
THPCEHNSI BUPTYO3€H eeKT.

Broparta 4acT OT KOHIjepTa e HalycaHa OYTY U3LSIIO C a/IeaTop-
HU TEXHUKU ¥ KOHKPETHO, Ha KOHTponupana aneatropukad. C uskio-

8 BbB Bpb3Ka C TBOPYECTBOTO Ha JIIOTOC/IABCKU U BbBEIEHNs OT HETO TEPMUH
»KOHTponmpaHa (orpaHmdyena) anearopuka (limited aleatorism) umma MHOroO
U3CIe[BaHMs, CBBP3aHM C KOHKPETHM TBOpOM Ha Kommosurtopa. Tyk mie mo-
coua camo [MOURA 2004: 63-74]. B aycepTauMOHHNSA M1 TPYH 1je PasIINps U
3ap1604Ya aHa/M3a Ha KOHTPO/IMPAHATA aJIeaTOPMKA, KAKTO 1 HA COHOPHOCTTa
B TBOpOaTa Ha BpauaHcka, 1je moTppcs mapaseny u ¢ TBop6u Ha Bacun Kasan-
IDKIEB.

Konrponupanara ajeaTopuka e XapakTepHa U 3a II0-KbCHOTO TBOPYECTBO Ha
Bpavancka. ITo moBog omycu ¢ mpuiaraHus OT Hest KpUOTOrpadCKu MOLXOR,
Vinust TpamMaTnkoB MOCOYBA, 4e B TBOpOaTa, B KOSTO 3a ,II'BPBU II'BT TS W3-
[10/13Ba MY3MKA/HO KOAMpPaHe Ha MMeHa U AyMMU...“ (,BIbXHOBEHUs OT poMa-
Ha Cunama 6pada Ha Kppt BoHersT myxoB kBapTeT oT 2006 rofyaa Monba 3a
nebozosienenue (Gebet zum Nichterscheinen, op. 102 cblecTByBall B ABe Bep-
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CADENZA *
J = 100 Rubato espressivo L,5" .
25" 35" A 25
= s ==n L ==
7 P = = R —— S
#2 - éﬁ - — - ,?ﬁ }f}
on ~
= bf?’ obsobe bp

ND
i
'
L}
e
)

- —

YeHJe Ha HAKOJIKO MOMEHTA Ta3M) 4acT MOXKe fia O'bjie pasIyiexx/iaHa KaTo
elHa pa3rbpHaTa KajleHIla KaKTo 3a CO7Io TybaTa, TaKa 1 3a OPKeCTbpa.
Mysnkara cb3faBa MUCTUYHA aTMocdepa. VI3monssa ce MHOTO
Fltz., penyBan ¢ npaBu ToHOBe. T'bpceHNAT edeKT Moxe fja 6blie Ipo-
CTefieH U B HOTHOTO M3IIMCBaHe, KOeTO JlaBa CBOOO/a Ha M3II'BTHUTEIA.

cun — 3a cakoco(OHEH 1 3a KJTapUHeTeH KBapTeT) ce HaO/MoaBa KOHTPOIMpa-
Ha anearopuka. Bx. [[PAMATIVIKOB 2025: 37-38].
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I1.
Lento (J = 40)

Ay @ @ @ ® ® Brdd ®@ @ ® ®

. Fliz _Fliz. ~
[)52 — ® hv —— B
Fgg @ ® @ ® ® @

o O I 3 7  —m— |

Dp @@ ®@ @ ® ® @ ® ®

Yak crnep 6ykBa F MycTiyHOCTTa CAKall 3amo4yBa Aa ce pasoys-
Ba U B IO-/IMPIMYeH eNN30f Cé OTKPOsIBa COMMPAIINAT NHCTPyMeHT. OT
6ykBa G [10 Kpas CONMMCTUYHATA IIAPTUA € II0-U35ABEeHa, HO TA € 4acT OT
Is/IOCTHATa MICTMYHA 3ByKOBa KapTuHa. KakTo u B KajeHIara, BbB
BTOpaTa YacT Ha MHOTO MeCTa BpeMeTpaeHeTo Ha I'bITUTe TOHOBE € II0-
COueHO, 6e3 ¢ ToBa Jla ce orpaHMYaBa CBOOOJATAa B MHTEPIIpETALMATA
KaKTO Ha CO/O Ty6aTa, Taka ¥ Ha BCUYKY MHCTPYMEHTHU B OPKeCTbpa.
CrrenimaniHo 3a cozo Tybara B 4acTTa MMa TEXHUYECKM ¥ PEeTUCTPOBU
TPYSHOCTIL.

= "

O by == > kg
T Y——a L e —— e
Y I ) — —
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Tperata yacT MMa TaHI[yBajieH xapakTep. OTHOBO ce Hab/mogaBa
OCMMHKOBa Imyncanus. CMAHaTa Ha PaBHOJIE/THY Y HEPaBHOJE/THN pas-
MepJy MHOTO HAaIIOMH Ha ITbPBAaTa YacT, HO TYK Ch3/laBa BIIEYATIEHETO
3a IIPa3HMYHOCT. B maprusAra Ha cono Tybara TeXHMYECKUTE IPUITOMU
Ca CXOJHM C Te3! B II'bPBATa YacT, MMa NOJOOHY aKIIeHTH, MHTePBaIOBI
CKOKOBE I JIeTaT, HO XapaKTepbT € HAII'b/THO pasinyeH U [0 roaaMa
CTeIIeH TOBA Ce J'b/KY Ha 13110/13BaHoTO Fltz. B mouTy e granasox
Ha MHCTPYMEHTA, KOeTO MPMABa PA3IMIHO U HOBATOPCKO yCelljaHe 3a
edeKTHa COHOPHOCT. BbB pakTypaTa MMa 1 BIIJIETEHY aJIeaTOPHM IIeTHA.

®uHanpT € edexTeH.

Tempo I (Allegro)
.nzls 3124342 341243 3424343 34243

= -~ . e . . = - - = =
—T Tt -t f f i — = i~ s
e A T s — > ¥ ¥ t + P v i +
. b & 18 f P t 2]
:&.—/ = - T
decresc
3+3 34243 _ 343 34243 [N]
e — = 1 ———"1 | ') = } —N
B giE — Rt P —
Sge =L ber g LA g | e et 8 2
[r—— = = = & =
mp
31313 31213 21313
= ﬁ T I
;4 L F B ;4 7 -4 15 -4 ;4 . ‘} L  — ! ;- — ;
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3AK/IIOYEHNE

B XXI Bek Ty6aTa € BCe IoBeYe M3MNOJI3BaHa B COJIOBU WM3SBI,
HATpPyIIBa Ce MAacUB OT COJIOBa M KaMepHOAHCaMO/IOBa JMTEpaTypa,
BK/TIOUUTETHO OT O'B/IrapCK1t KOMIIO3UTOPIL.

KonueptsT 32 Ty6a oT Anbena IlerpoBry BpauaHcka e nmpumep
3a CbBPEMEHEH MalICTOPCKY BUPTYO3€H pelepToap 3a M3I'BTHUTEINTE
Ha TO3V MHCTPYMEHT, Pa3KpMBalll Ha IPAKTVKa Oe3rpaHNYHNUTE Bb3-
MO>XHOCTH Ha Ty6aTa, HAKOM OT KOMTO 0sXa IIOCOYEHM B JOK/Iafa. 3a
TYOMCTHTE 0COOEHO Ba)KHO € f1a ObAaT aHAMM3UPAHY Pa3INIHNUTE TeX-
HOJIOTMIYHY TIOXBAaTH, KOUTO Ce CpPellaT, M Bb3MOXHITE MOJXO/U B 13-
II'bJIHEHNETO, KOETO € ¥ OCHOBHATA 3ajja4ya B MO JVICePTALMIOHEH TPY/,.
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23 USAAHNA MEXXAYHAPOAEH
DOOPYM-QECTUBAA ,BCEAEHATA HA
KOMMNKTHPHATA MY3UKA — COQUA"

POCHIIA BEYEBA!

23 EDITIONS OF THE INTERNATIONAL FORUM-FESTIVAL
+COMPUTER MUSIC SPACE INTERNATIONAL
FORUM-FESTIVAL SOFIA"

ROSITSA BECHEVA?

Pestome: MexpyHapoguuAT ¢opyMm-pectusan ,BceneHara Ha
<« .

KoMIoTbpHaTa Mysuka — Codusa“ (Computer Music Space Inter-
national Forum-Festival Sofia) e popym 3a uskycrBa, yrBbpANI
ce TIpe3 TOAVHNUTE KaTo IIaTGopMa ¢ Bb3MOXKHOCT 3a IpeCTa-
BsIHE Ha MHOBAIMM B 0071aCTTa Ha €/IeKTPOHHATA ¥ KOMIIIOTBP-
HaTa My31Ka, Ha Hall-HOBMTE IIPOEKTI Ha TBOPLNUTE, paboTeluy B
0671acTTa Ha KOMIIOTBPHOTO MY3HLIPAHE.

IlenTa Ha HACTOAIUSA JOK/IAL € [Ja IPOCTIENY HAKPATKO UCTOPH-
STa ¥ PasBUTHETO Ha decTuBaIa Mpe3 rOAMHNUTE, 1a 6baaT us-
BefieHN 000011[eHNsT, TPeACTABSAIIM IPUHOCUTE Ha QecTuBana 3a
PasBUTHETO ¥ YTBBP)K/JABAHETO CLIeHATa Ha eeKTPOHHATa MY-
3MKa y Hac.

1 TII-p Pocuua Beuesa e moueHT B ienaprament ,,Mysuka“ Ha HoB 6'brapckn yHu-
Bepcutet, Cous. E-mail: rbecheva@nbu.bg

2 Dr Rositsa Becheva is an Associate Professor in Department of Music, New
Bulgarian University, Sofia. E-mail: rbecheva@nbu.bg

228


https://doi.org/10.33919/YSMDF.26.20.17

17. POCHIIA BEYEBA. 23 M3JAHMA MEX][YHAPO/JEH ©®OPYM...

Knouoeu oymu: popym-decTnBa, eeKTpOHHA ¥ KOMIIIOTBPHA
My3UKa

Abstract: The “Computer Music Space International Forum-
Festival Sofia” is an arts forum that has been established over the
years as a platform for the presentation of innovations in the field
of electronic and computer music, as well as the latest projects of
artists working in the field of computer music.

The purpose of this report is to provide a concise historical
account of the festival's evolution over time, and to offer
conclusions that illuminate its contributions to the development
and consolidation of the electronic music scene in our country.

Keywords: forum-festival, electronic and computer music

Kato yacT oT opraHusanyoHHus ekun Ha MexyHapogHus ¢o-
PYM-(ecTBa 1 y9aCTHUK BBB pecTrBamHNTe ChOMTUA OT 2001 roguua
JI0 HACTOSIYIA MOMEHT OMX VICKaJIa Jia IIPefiCTaBs B HACTOALIVSA JOKIIAT,
HSKOM OT Ba)KHNTE acIIeKT! Ha TOBA CIIel{Ma/IM3UPaHO ChOUTHeE.

MexpaynapopganAr ¢opym-dectuBan ,,BceneHara Ha Komio-
TppHata Mysuka - Codusa“ (COMPUTER MUSIC SPACE INTERNA-
TIONAL FORUM-FESTIVAL - SOFIA) uma Beuye 24-rofuirHa McTo-
pus, npes M. gekemspu 2025 r. mpencron 24-orto My mspanue. Heros
Ch3flaTesI ¥ apTUCTIYEH AnpeKTop e mpod. i-p Cumo Jlazapos, moyereH
npodecop Ha HoB 6b1rapcku yHUBEpCUTET.

o cBoeto 22-po m3panme ¢opyM-¢ecTuBaIbT 3amasBa CBOe-
To HamMmeHoBaHye. OT 23-TOTO cu M3[aHue, IIPOBEIO Ce B IepHofa
6-14 mexemBpyu 2024 1., popyMm-decTrBaIBT € ¢ IPOMEHEHO HAaMEHO-
Banne: XIII mexpynapoger ®OPYM - GECTVBAIJL ,,BCEJIEHATA
HA KOMITIOTBPHATA MVY3UMKA - Cumo Jlazapos 2024” (XXIII
INTERNATIONAL Forum - Festival ,,COMPUTER MUSIC SPACE -
Simo Lazarov 2024%).

Copsparendar Ha ¢ectuBana npod. a-p Cumo Jlazapos, o OTHO-
IIeHNe LeNTe U 3a/ja4lTe, MUCHATA Ha (ecTUBasIa, CIOfe/IA CTIeTHOTO
(mo [JTA3APOB 2021: 315]):
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»CTapTupan Kato HayuoHaneH npe3 1989 ropmsa, (beCTMBam)T,
obenMHABAL] TBOPLNTE, paboTely B 00/1aCTTa Ha €IEKTPOHHOTO 3BY-
KOVI3B/IMYaHe, IOPaJiy TOJIEMIIS MIHTEPeC ce IPEeBP'bILia B Me#0yHAPoOeH
Ha c/lefiBalllaTa TofAMHa. B mpoBeXagaHeTo My Ipe3 TOOVHUTE — B pas-
JINYHY rpajioBe Ha bbarapus, a ot 1992 . B Codus u ¢ Mmogudukam
Ha Ha3BaHMETO — OT (eCTMBA/I Ha €eKTPOHHATA 11 KOMIIIOTBPHA MY-
3UKa, IpeMIHaBaliky 1pes ,, KoMmoTbpHO npocTpaHcTBO B 1993 1. 1
cTUraiiky o (ecTUBa Ha eeKTPOAKYCTUYHATA MY3MKa, TOVl 3ama3Ba
CBOAITA CBIJHOCT M Leln. MexpyHapogHuar ¢opym-¢pecrusan BCE-
JIEHATA na KOMITIOTBPHATA MY3MKA (Computer Music Space-
Electroacoustic Autumn) B T03u cu Buj cbijecTByBa oT 2000 r. Cp3pa-
meH oT Xaybps Yupirba, Cumo Jlasapos, copyskeHIMeTO Ha aBaHTapf-
Hu ugeun KYMA - Atlanta, USA, ¢ nomouira Ha Synthi AVB - Tel Aviv,
Israel, Toit HOCU MAesATA 3a TEPUOAMYHU CBETOBHU CPeIN Ha ChMUILIIe-
HULY — IPEAXMHO KOMIIO3UTOPY U U3II'BTHUTENN Ha e/IeKTPOAKyCTINY-
Ha Mysuka. [logsarnaBueTo nogckaspa 3a Ce30Ha, Ipe3 KOMTO ce Mpo-
BeXJIa mopefiHara cpemia. QopyM-¢pecTuBanIbT ce IPOBEXa /1Ba II'bTH
roguurHo. Cren ITapmx 2000 1. — Elecrtoacoustic Summer, Ten ABus
2000 . — Elecrtoacoustic Winter, Magpup 2001 r. - Elecrtoacoustic
Summer, /Tuca6on 2001 r. — Elecrtoacoustic Summer, IMapux 2002 1. -
Elecrtoacoustic Summer, JTougon 2002 r.— Elecrtoacoustic Summer. Ot
2002 r. ¢pectuBansT ce ycraHoBu B Codus u Arnanrta. IToHacTosmem
TOJ ce MpoBeXfa efHoBpeMeHHO B Codus, bparapus, u B ATnanTa —

CAIII.

Yuacmue na men0yHapoOHu uHcmumyuuu

[Tpes ropuuute PopyM-pecTUBaIBT Ce MPOBEXIa B pasiny-
HU eBporeiicku rpagose. [ToctreneHHO ce yBemmyaBa KaKTO KPBI'bT Ha
yYaCTHMILINTE, TaKa U Bb3MOXKHOCTTA TI0BEeYe MHCTUTYIUN [ Ce BKIIIO-
YaT B OpraHM3MPaHeTO Ha MpOsABUTE. AKTUBHU CHOPTaHU3ATOPU Cca:
VIHCTUTYTBT 3a €IeKTPOAKYCTUYHA My3uKa — rpaj bypx, @pannus,
KynTypHuaT otmen Ha KMeTcTBOTO B rpaj JIucaboH, MexyHapogHu-
AT OTZEN Ha IpeflaBaHMA 3a Yy>KOMHA — paguo Maipup, KyaTypHUAT
oM ,MeHpien” kKbpM KMeTcTBO Tesr ABMB, CAPYXXEHMETO 3a aBaHTapIHU
upen KYMA - Atlanta, USA, Israeli Composers League, ®peHckusaT
KyntypeH nHctutyT B Codus, Bitish Conciul - Sofia, Yemknsar kynry-
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peH nHcTuTyT, Codus, Instituto Italiano de Cultura, IToconcrBoTo Ha
Ascrpus B Codus.

Yuacmue Ha 6v12apcky UHCMUMYUUU

OTBopeHara C1CTeMa 3a OpraHU3MpaHe U ydacTye Ha ecTuBata
IpefIoara 1 akTMBHO BK/IIOYBaHe Ha IpyTy MHCTUTYLvn. I1pes romu-
Hute ToBa ca bHP, BHT, bAH, HBY n mHoro ¢upmm, uniito npegmer
Ha IeJHOCT e IpsKa MIN KOCBeHa paboTa C ay[iyio YCTPOIICTBA, ChC 3BYK
" HeroBaTa 00paboTka 1y GpupMy, 3aHUMABaIIY Ce C IPOAYLVIPaHe Ha
3BYKOBU Hocutenu. ToBa e OT 10/13a 3a MHTETPUpPAHETO Ha MHOTO Cb-
MUIIUTEHUIIM 1 32 OKa3BaHETO Ha MO-TO/IsAMa (pUMHAHCOBA U JIOTMCTUYHA
nopkpena. Tpaguuus e OTKpMBaHETO Ha GBITapCKOTO U3JaHNe Ha (ec-
THBaJIa fia ce IpoBexkia B HoB O'bIrapcku yHUBEPCUTET.

CougHocm u yen

®ecTUBANTBT IPEACTABs KOHLEPTHM IIPOTPaMU C U3II'BTHEHNMS Ha
CBbBpeMeHHA MY3MKa, ChYeTaBa IPAKTUIECK! JeMOHCTPALIUY U 00yIn-
TeJIHV KYPCOBe 3a CBUpPEHE Ha eleKTPOHHM MHCTPYMEHTH, KaTo Ipef-
jlara pasHOOOpas3Ha IporpaMa: ybpKIIOI 3a ChBPEMeHHa eeKTPOHHA
MY3MKa, KOHIIEPTU Ha eIeKTPOHHA MY3UKa, eJIeKTPOaKyCTUYHA MY3U-
Ka, KOMITIOTBPHA MY31Ka, My3UKa 3a CHTE3aTOPM U MY3MKa, [paBeHa
C KOMITIOT'BP, MY/ITMEVITHY Ipe3eHTalun. [apanTupai ga 6'bfie Kpe-
aTVBEH U OpUTMHAJIeH, (eCTUBAIBT IPEACTaBs IMPOKA raMa OT eJiek-
TPOHHY MHCTPYMEHTM U MY3UKa/IHI NIPOV3BeieHNs. 3a IOCTUraHe Ha
Henute cu GecTMBATBT CHOMPA Ha eIHO MSCTO HAKOY OT Hall-[obpuTte
B CBeTa MY3MKAHTM B 00/IACTTa Ha €leKTPOHHATA I KOMITIOTBPHO-EKC-
nepuMeHTanHa Mysuka. OT M3KIIIOYMTENTHO 3HaUeHNe e oOpa3oBaTes-
HMAT XapaKTep Ha (ecTMBasIa 3a BCEKH, KOJTO e IIPYUBJIeYeH OT HOof00eH
BUJ] My3UKa U MHCTPYMEHTH 1 OU MCKaJI ja pa3ByuBa IpodecuoHanHus
CM IIBT B Tasy mocoka. CrieryaaHo MACTo e oTpeieHo n Ha HAIIMO-
HAJTHA KOH®EPEHIINA ,,Axyctuka - PEMA®, Codus, Ha KosATO ce
IpeACTaBAT HOK/IAM 32 Bpb3KaTa e/leKTPOHHA MY3MKa — aKyCTUKA.

Ompassasane.

Tpaguunsa e bparapckoTo HalMOHATHO PajMo Jia U3/I'bYBA MPO-
U3BeleHUs Ha CTY[IEHTU, IPAaBeH!U B Y4eOHO-IIPAKTUYECKNUA U U3CTIe-

231



MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

JIOBaTE/ICKY LIEHTDBP 3a KOMIIOTBPHO MY3UIVPaHe M CayH[AM3aiiH Ha
HoB 6brrapckn yHuBepcuteT. B oTpassasaneTo Ha chbutmaAra ot ¢o-
pyM-decTuBama aKTMBHO y4acTye B3eMaT M TelIeBU3VOHHU KaHAIN:
BHT, BTB, Hosa tenesnsus, TB , Espokom®, TB ,EBpomna®, Paguo FM
classic. OcpiuecTBsBa ce 1 online Bpb3Ka II0 MHTEPHET.

Yuacmuuyu 6 konyepmume Ha GopyM-decTuBama ca KOMIO3UTO-
PU U CIIELUAICTH OT O0TacTTa Ha eIeKTPOHHATA VI KOMIIIOTbPHA MY-
3MKa. Bcexu y4acTHUK B paMKITe Ha 45 MUHYTHU IMa Bb3MOXKHOCTTA Jja
HAIIpaBy KOHIIEPT, [ja IPefICTaBI CBOS KOMITO3VIINS, U/ies UM HaydeH
HOK/MaJ. YIaCTHULNTE B KOHIIEPTUTE He IIOTy4aBaT XOHOpap.

Koraro c¢ectuBambT craptumpa CBOeTO IpoBeXfAaHe B bbira-
pus, 1o cpiioro BpeMe B Armianra, CAIll, Xaybpn Yupurbn sanoysa
IPOBEX/AHETO HAa AaMEPUMKAHCKOTO mu3flaHyme Ha ¢opym-dectusana
COMPUTER MUSIC SPACE, cbc cpliuTe BUPTyalHM Y4aCTHULM U
IpoM3BefieHM A, KOeTO M3JjaHNe e ChIIO B online Bpb3Ka 10 MHTEPHET C
YYaCTHULINTE OT OBITAPCKOTO U3JIAHME.

Haczpaou

ITpes 2005T1. OBATapCKOTO TPEICTaBUTEICTBO
Ha MexxayHaponuus ¢popym-dectusarn ,Bcenenara Ha
KOMITIOT'bPHATa My3MKa" 3a I'bPBY IT'bT BPBYM Harpajia
»HDBY — KoMnoTbpHO My3uiupase — Ha-mo0Bp CTy-
JIeHT, Hal1-Bo0bp NpodeCcHOHANNCT , afpecupaHa KbM
CTyIEHTUTe, U3y4aBally KOMIIIOTbPHA MY3VKa.

[TnacTukara obefyHsBA YeTUPYU KOMIIOHEHTA —
rpadMYHOTO M3pakeHVe Ha MarHUTHMSA 3BYKO3AIINC,
rpaduYHOTO M3pakeHNe Ha IQPOBMs 3BYKO3AINUC,
MYy3UKa/IHaTa HOTA U €VIH BaXKEH €/IEMEHT — ChPLIETO
C MICKpaTa, KOATO Ch3aBa TBOp4ecTBOTO. Kpnrepunre
3a HOMMHAIVA Ca KOMIUIEKCHM: MHOTO HOOBp yCIiex,
APKU TBOPYECKV IIPOSABY M HYOMMYHA peann3alys.
Homunupar ce crysieHT oT Momyn ,KOMIIOTBPHO  Jso6paxcenue.

Mys3uLMpaHe” u mporpamu 1o uskycraara. Hocurenar Inacmuxa
Ha Harpajjata 3a BCAIKO u3fiaHye Ha popyM—decTrBana [V/IA3APOB
CTaBa M3BECTEH YacoBe IIPeU HETOBOTO OTKPUBAHe. 2021: 318]
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IIpe3 2013 r. e yupeneHa u Harpazia Ha uMeTo Ha CraHucnas CTaH-
yeB — CTeH/IN — Cb3JaTeN U UII'BIHNUTEII Ha e/IeKTPOHHA Y KOMIIOTbp-
Ha MysuKa. Ta e 3a Tpu pasgena: komnosunua u MIDI opkecrpanus;
Sound Design; MynTumenus 1 My3uka, IpaBeHa ¢ KOMITIOTBP.

JKemaemure fa yyacTBar 3a HarpaguTe CTY/IeHTU Ce HOMUHUPAT,
TBOPYECTBOTO UM ce olleHsABa oT Xyputa B HBY u KYMA-University-
Atlanta, USA. Bcesika rogyHa ce gaBaT ¥ TPaMOTH HA M3sIBEHU B 06O1ac-
TTa Ha KOMIIOTBPHOTO My3uipase tBopun.” [JIA3APOB 2021: 316]

Opyru yupenenn Harpapgu: Harpangu 3a okaszaHa mpodecnoHa-
Ha [IOMOLI| IIpY TIOATOTOBKaTa Ha opyM-¢ecTuBanure ,,Bcenenara Ha
KOMITIOTBbPHAaTa My31Ka“, [paMOTH 3a /bITOTOAMIIHO yYacTue B Ipo-
rpamnte Ha popyM-decTuBanuTe ,BcenmeHaTa Ha KOMIIOTBPHATA MY-
3uka“, ['paMOTH 3a aKTMBHA [EVHOCT B 00/1acTTa Ha KOMIIOTBPHOTO
My3uLupaHe, I')paMoTa 3a JBATOTOAVIIHO CBTPYAHUYECTBO B MOMYT
»KoMImoTbpHO Mysuiupase u B YIIVI3 3a KOMIIOTBPHO MY3UILIMpa-
He ¥ KOMIIIOTBpHA 3ByKooOpaboTka kbM B® m mporpammre Ha ¢o-
pyM-decTuBanute ,,Bcenenara Ha KoMIoTbpHaTa My3uka“, ['pamora 3a
y4acTUeTO B CeMUHAP-KOHIEPT ,CUHTe3 ¥ HACTPOeHMe" B paMKNTE Ha
¢dopyMm-dectusan ,BceneHara Ha KOMIIOTbpHaTa My3uka“, ['pamora 3a
IeOI0THO yyacTue B mporpamara Ha ¢opym-dectuan ,Bcenenara Ha
KOMITIOTbPHATa MY3MKa'.

Ilocnanust Ha MexoyHapoonus gopym-pecmusan. MexpyHa-
ponuuAT Qopym-pectuBan ,BcemeHaTa Ha KOMIIOTBpHAaTa My3MKa“
IPeOCTaBs Bb3MOXXHOCTTA Ha YYaCTHUILIMTE, paboTely B 061acTTa Ha
€/IeKTPOHHOTO 3BYKOM3B/IMYAHE, [ja IPECTaBST CBOMTE UK U TBOpYe-
CKM [IOTeHIVATI, Ch3/aBaliKyl HeOOXOfMMaTa Cpefia 3a TBOpYeCKa M3siBa.
CpOUTHIETO Ma CBOETO 3a1a3eHO MSCTO B MY3MKA/THVIS XUBOT U € 04-
aKBaHO C OTPOMEH MHTePeC OT LIeHUTETNTE Ha eIeKTPOHHATA M KOMITIO-
TbpHATa MY3HKa.

[Mocmanusa Ha ¢opym-decTnBana ca: cb3gaBaHe Ha IPOU3Besie-
HISI Ha KY/ITypaTa U M3KYCTBOTO, CBBP3aHM CbC ChbBPEeMEHHNS 3BYKOB
CBST; YCTAaHOBSIBaHe Ha KOHTAKTM ¥ B3aVMOJEVICTBIE HA MHCTUTYLIUN
¥l OpraHM3aIMy ChC CPOJHA LieJT; YCTAHOBSIBAHE HA KOHTAKTHU U B3al-
MOJIEVICTBYE MEXAY TBOPLM OT Lie/Ns CBAT, paboTelyu B 06/macTTa Ha
e/IeKTPOHHATa 1 KOMIIIOTBbPHATa MY3MKa; IOMY/IsApU3MpaHe Ha IPO-
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U3BeleHNATA Ype3 CpeAcTBaTa 3a Macosa MH(popManusa. Bbe Bpb3ka
C nUpeATa 3a CuUHMe3 HA U3Kycmea ecTUBAIHATA IIPOrpaMa BK/IIOYBA
IpOM3BeeHN S Ha KOMIIO3UTOPY OT Pas3/INMIHM CTPAHN C OCHOBHM V[N
U ChIbpKaHNe, U3pas3sABalll BPb3KaTa MEX/Y OTHENTHUTE U3KYCTBa."
[JTA3APOB 2021: 317]

OT Ka3aHOTO IO-TOpe CTaBa SICHO, Ye OCHOBHM Lie/lM Ha (ecTu-
BaJla Ca 3all03HaBaHETO C HOBUTE Njeu B 00/IaCTTa HA e/IeKTPOHHATA
¥ KOMITIOTBPHATa MY3MKa, IIPeOCTaBAHe Ha CIieHa 3a M3sBa Ha pado-
TelnuTe B 00/IaCTTa HA KOMIIIOTBPHOTO MY3UIMpaHe, IpefcTaBsHe Ha
MHOBaL[MNUTe B 00/1aCTTa My3¥Ka — TexHomorusA. PecTUBaNbT JaBa Bb3-
MO>KHOCT Ha IPUCHCTBAIUTE J]a Ce 3all03HAAT C eCTeTMKaTa Ha eflek-
TPOHHATA U KOMIIIOTBbPHATA MY3MKa, CIIOMara 3a M3rpaklaHe Ha KpM-
TepUM 110 OTHOILEHNe Ha TO3U BUJ, MY3MKa.

OT HanpaBeHMs aHA/IN3 HA M3JAHNATA IIpe3 TONUHNUTE Ce OTKPO-
sBaT OCHOBHM TIOJIOXUTE/THY TeHAeHuu. [TbpBoHavYanHo punocopus-
Ta Ha ecTBAJIa BK/IIOYBA M/ieATa 32 HETOBOTO IIPOBEX/IaHe B I10-TeCEH
KPBI — C YYaCTHMETO Ha CIIeLMaIVCTI B 00/1acTTA.

Mounte HabnoneHnA Npe3 TOAVHNATE HaBaT OCHOBAaHUE 3a U3BO[,
4ye KpBI'BT OT yYacTHUIM BBB (PecTHBa/la MOCTEIEHHO Ce pasIIups-
Ba — IIOHACTOSAIEM aKTUBHM YYaCTHMLIM BBB (hecTMBaIHATA ITpOrpamMa
ca CBIIO CTY/IeHTUTe, CIelaNnu3npaly B 00/1acTTa Ha KOMIIIOTBPHO-
TO Mysunypase. IIpyunHM 3a yCTONYMBOTO pasBUTNE U KOHLENTYasl-
HOTO HaJiTpak[jaHe Ce fABSABAT OCUTYPSIBAHETO HA VIHCTUTYIMOHATHA
HopiKpena B yunero Ha HoB Obarapckm yHMBEpCUTET, Ha IOAKperarTa
Ha pasnuuHy Meauu xkaro bBHP, BHT n gpyru. Ilonsure ot cbliecTBy-
BaHeTO Ha (eCTMBAIAa MOXKE Jla BUJVIM I B yBelIMYaBalMs ce Opoi oT
IpUBBP)KEHNUIIY Ha e/IeKTPOHHATA 1 KOMITIOTbPHATa MYy3MKa Y HaC IIpe3
TOAVHMNTE, aKTUBHOTO IIPUCHCTBYE HA M/IQJIUTE XOpa BbB (ecTIBaIHA-
Ta IIporpama.

IIpyBnmyaHeTo Ha YY>K/[eCTPAaHHM CIEIVATICTY — KaTo JIEKTOpK
Ha decTMBaa, KaKTo U HAKTBT, 4e PeCTUBATBT Ce IIPOBEXKA eTHOBPe-
MeHHO B bbirapusa u Amepuka, e JOKa3aTe/lCTBO, 4e ChbOUTHETO He e
CaMo C JIOKaJIeH XapaKTep, a IMa TPafHO IPUCHCTBIE B MEXIYHAPOJEH
IIaH.

B rTasu BpB3Ka e BaXXHO ja ce orbenexu, ye B Haryonannara
koHpepeHuns ,,Axyctuka - PEMA®, Codust — cpbutue ¢ TpaitHo mpu-
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CBCTBME BBB (eCcTUMBANHATA IIPOrpaMa Ipe3 FOAMHUTE, yYacTue MMar
KaKTO CIIEI[VaMCTU OT PasANyHM BUCIIN yumnuiga B Bearapus, pa-
6oremy B 0671acTTa My3MKa — TEXHOJIOTHA, TaKa U YY)XK/JeCTPAHHMU CIIe-
LIVa/INCTY IEKTOPH.

CefieHus 3a IporpaMHaTa IMONUTHKA Ha MexayHapoguus ¢o-
pyM-¢ecTuBan ,Bcenenara Ha KOMIIOTbpHATa My3MKa“ MOrar ia 6baar
OTKPUTY B M3TOYHMUIIM Ha MHPOPMALMs KATO: IPOrpaMUTe 3a OTHEN-
HUTe U3aHNA Ha POpyMa, CBeleHNs B MHTEPHET U3TOYHNIIN, adpuiy,
PeKTaMHI aHOHCH, MHTEPHET CAalIThT Ha ChbOUTHETO.

Cpen mucMeHMTe M3TOYHMILM Ca I'BPBOTO KHIDKHO WU3JIaHMNE,
HIOCBETeHO Ha QopyM-decTuBana: ,10 roguau Gopym-decrnsain ,,Bce-
JleHaTa Ha KOMIIIOTbpHaTa Mysmka“ ¢ aBrop Japman 'eoprues3, pas-
IJIOK/IAIN0 IPeAVICTOPYUATA, IPEANOCTaBKATEe 33 BB3HMKBAHETO Ha
¢dopym-dectuBana, ydacTHUIUTe, IpOrpaMuTe, crenndukara Ha ¢o-
pyM-dectusana B nepropa 2002 — 2011 rogmHa (Ha4ag0TO HA IECETOTO
10011eiiHO n3anye e Ha 1 gekemBpu 2011 ropuna). B IlpearoBopa kbM
U3[JaHMETO aBTOPBT CIIOfiENs ClIefHOTO: ,,PopyMm-dectusansr ,,Bcemre-
HaTa Ha KOMITIOTbPHATa My3MKa“ MOXKe Jja Ce pasI/ie)k/ja KaTo eCTeCTBe-
Ha HeOOXOAMMOCT, CTIefICTBIE OT pa3HOOOPa3HY IIPOMEHM B 6B/IrapcKo-
TO OOIECTBO OT KY/ITypeH, HOTUTUIECK), MKOHOMUYECKI U COLVIaIeH
XapakTep, KaKTO 1 B OTTOBOP Ha MacOBY My6/1ideH nHTepec KbM 0d-
OpMsiHe Ha cBoeoOpa3Ha HOBa Bb/IHA B cepaTa Ha u3KkyctBoto  [[EOP-
[MEB 2011: 3].

Jpyru mucMeHM MSTOYHMIM Ca €XETOfHO NyOIMKYBaHWUTE OT
aBTOpa Ha HacTOAIMA HoKmaf ctatuy (0T 2012 rogyHa 10 HACTOAIINS
MOMEHT), IIOCBeTeH!) Ha M3JaHuATa Ha MexxpyHaponuus ¢opym-dec-
TUBAN ,,BcelleHaTa Ha KOMIIOTBPHATa MY3MKa“, KOUTO OCBEH PeTpOC-
HeKTVBA Ha ChbOUTHSTA PasITIeK AT HOBUTE SIB/IEHVSI U TEHICHIINN, pe-
HepToapHaTa MOMNTHKA, OOIIeCTBEHS OT3BYK.

MHnnuaruBa, yTBBpAMIA Ce B paMKNUTe Ha MexyHapomHUA
¢dopym-dectuBan ,BceneHara Ha KOMIIOTBPHATa MY3MKa', € IPOEK-
TBT ,,Kaptuuu ot berrapus®, ppkoBogieH ot npod. a-p Cumo Jlazapos

3 Tapuan Teoprues e anmyMHM — MarucThbp 10 KOMOIOTHPHO Mysunupane B HBY.
MarucrbpckaTa My Tesa e C'bC 3aIaBue ,10 roguan popyM-dectnsan ,Bcerne-
HaTa Ha KOMIIOTbpHaTa Mysuka“. Heros Hayden ppkoBopuren e mpod. Emnca-
BeTa BpmunmuoBa-Yeungosa, 1.H.
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u pon. n-p Pocunia beuesa, craptupan npes 2018 roguua. Tasu gbiaro-
CpOYHa MHMI[MATVBA € HacOYeHa KbM Ch3[jaBaHe U M3TbYBaHe HA aB-
TOPCKY KOMIO3UIIMM B 00/IACTTa HAa €IeKTPOHHATA U KOMITIOTbPHATA
My3UKa — Ha CTYAEHTH, anyMHu u npenofgasarenyu ot HBY. IIpoekrsr
IpepIara pa3HoOOpasHM B CTU/IMCTUYHO OTHOIIEHE aBTOPCKY KOMIIO-
3UILIVIM, PeanN3UPAHN C eJIeKTPOHHM CPeCTBa, IPEACTABAIIN BU3MUATA
Ha aBTOpUTE 3a CbBpeMeHHa bbnrapusa. IIpoexTsT ,,Kaptuum ot bui-
rapys” ¢ y4acTMeTO Ha eKMII CTYAEHTHU N0 KOMIIIOTBPHO MY3MIMpaHe
ot [lenaprameHT ,,My3uka“ Ha HoB 6brapckn yHuBepcuret 6ee oT-
nndeH mpe3 2021 r. ¢ Harpaja ,,KpucranHa mupa“ B kareropus ,,3ByK 1
3BykoB fn3aitH . [KPYICTATHA JIVIPA 2021]

Beue craHa Tpaguums 3aKpyuBaHeTO Ha MexpyHapogHUA ¢o-
pyMm-dectuBan ,,BceneHaTa Ha KOMIIOTBPHATa My3MKa“ fia O'bfie OCH-
IecTBsIBaHO B edup, B mpenaBaneTo ,, Kaptuuu ot efHa n3nox6a“ no
BHP c Boge Cepreit IlInmos, ¢ yyacTueTo Ha )KMBO Ha IIperojasare-
mm, crypenty, anyman Ha HBY. [KAPTVHM OT BBJITAPIA 2018] To-
raBa 6mBa npencTaBsaH u nopegHuAT CD anbym ot nopeanuara ,Kap-
TvHM oT bbarapusa®. [lo nekemspu 2024 rogyHa NpoeKTsT ,, KapTuHu ot
Bonrapus® uma ceoure 9 uspanns. [Ipes m. gekemBpu 2025 r., Ha Ipef-
cTosI0TO 24-TO M3KaHue Ha popyM-decTuBana, 6e mpercraBe 10-msarT
1o6meer CD anbym ot nopepunara ,,Kaprunu ot benrapus®,

Jlpyra TpaiiHa TeHAeHLUMA Ipe3 IOCIeNHUTe 3 M3faHus Ha (o-
pyMa ca KOHLEPTUTE C €lIeKTPOAKYCTMYHA MY3MKa C Y4acTMeTO Ha
CBETOBHO M3BECTHMsI MY3MKAHT — MTa/JMAaHCKaTa (UIeNTUCTKA TPOQ.
n-p Jlynsa Cemno. Konueprure, Ha KOUTO 6s1Xa MpeAcTaBeHy TBOPOU
OT CBBPeMeHHU OBITapCcKM ¥ UTAIMAHCKM KOMIIOSUTOPH, 6sXa C ak-
TUBHOTO y4actue Ha 1pod. i-p Cumo Jlazapos (live electronics, sound
processing) u pou. i-p Pocuna beuesa (live electronics, sound design).
(BEYEBA 2024]

Beuye 6e ka3aHO, Ye MIOHACTOALIEM aKTVBHYU YYaCTHUIV BBB dec-
TUBAJIHATa IIPOrpaMa ca CTY[eHTUTe, CIelaNIusupaly B o6macTra Ha
€IeKTPOHHOTO 3BYKOU3B/IMYaHe. B Tasy Bpb3Ka ¢ OrpOMeH MHTepec OT
CTpaHa Ha IPUCHCTBAIUTE ca NOCpellann KoHueprure ,E-sound, ca-
YHJ iV3alfH ¥ My3MKa/JHa IPOAYKLUA C YYaCTMETO Ha CTYAEHTHU OT
Crler{MaIHoOCTHTe ,,E/IeKTpOHHA U KOMITIOTBPHA MY3UKa*, ,,[OHpeXICY-
pa’, ,Mysukanen [u Ixkeit (DJ) u Buneo Ixeit-unr (V]), HBY, B xon-
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TO CTYIEHTUTE IPeACTAaBAT Hali-HOBAaTa CU MY3UKa/IHA IPOAYKIUA.

Jpyra nHunMaTNBa, yTBBpAWIA C€ B paMKUTe Ha MexXXayHapop-
HusA popyM-decTnBan ,BceneHara Ha KOMIIOTbPHATa MY3MKa', € CTap-
TUpanmuAT npe3 2022 ToANHA NPOEKT ,[aHI] U eIeKTPOHHA MY3UKA', C
pBKOBoAMTENM JioL. A-p Maprapura KpbcreBa (mpenogasarern B gerap-
TaMeHT ,,Mysuka“, HBY, cnennanuct B o6nactTa Ha 6’b/1rapckara ¢osn-
KJIopHa xopeorpadusi) u pou. g-p Pocuia beuesa (mpenopaBaten B ne-
nmapTaMmeHT ,,Mysuka“, HBY, ciernyantocr ,, EnekTpoHHa ¥ KOMITIOTBP-
Ha My3uKa“ 1 ,,JoHpexucypa“), B 4MATO OCHOBA € 1JesATa 3a ,CMHTe3 Ha
uskycrBa“. B pamkure Ha XIII MexxpyHnapopien ¢popyM-dectusan mpo-
eKTBT uMalile cBoeTo 4eTBbpTO M3ganue. [XXIII MEXXIYHAPOIOEH
OOPYM-DPECTVIBAJI 2024]

TpaitHo mpuCcHCTBME B paMKNUTe Ha MATHOTO M3[aHMe Ha Mex-
nyHapopgHusA popyM-decTusan ,BceneHara Ha KOMIIIOTbpHATA MY3VKa*
uMa (pecTUBaTBT C KOHKYPCEH XapakTep ,lIperies Ha MOCTIOKeHUATA
B 3BYKOPEXUCbOPCKOTO MAJICTOPCTBO, KOWTO Ipe3 Mait 2025 ropyHa
uMaitile cBoeto 12-o uspganne. OpraHusaTop Ha Iperyieia, KoiTo cbrou-
pa mpodeCUOHAMNCTY U CTY[EHTH B 00/IaCTTa Ha 3BYKOMH)KEHEPCTBO-
10, ¢ HOB OBArapcky yHUBEPCUTET, femapTaMeHT ,Mysuka“. Haua-
JIOTO Ha IIperyiefia € MOCTaBeHo oT gou. A-p Humurbp Bacunes, HBY.
ITonacrosiieM opraHM3aTop M BOfEIl Ha ChOUTHETO e fou. A-p Emmn
Tpaitaes, HBY.

B xonnenmusara 3a MexpyHapoguus gopyMm-dectusan ,Bcerne-
HaTa Ha KOMIIOTbpPHATa My3MKa“ BUHATY € IIPUCHCTBAIA UJesATa 3a 00-
HOBJIEHMe U pa3BUTHe. 3a IbpBYU ITBT Npe3 2023 rofyHa, B paMKuTe Ha 3
nuu, BHP ITnosaus, 6erre fomakus Ha popyma. VesaTa nmaiie cBoeTo
npogbbKenue u npes 2024 rogyHa, B pamkute Ha XIII MmexxgyHapopen
¢dopym-dectusan ,,Bcenenara Ha koMmoTbpHaTa My3suka — Cumo Jla-
3apoB 2024“ (mocBeTeH Ha 50-TOAUIIHMHATA OT HAYA/IOTO HA €IEKTPOH-
Hara MysuKa B bpirapus). foct BbB decTuBanuuTe Beuepu Oelire mpod.
n-p Cumo Jlaszapos, Bogew — a-p Teopgop ITonos (arymun HBY, 3Byxko-
urxenep B Paguo [Tnosaus). [PAIVIO ITJIOBIVIB 2024]

Konuenumsara 3a Mexgynapoguus ¢popym-¢dectusan ,,Bcenena-
Ta Ha KOMIIIOTbPHATa My3UKa“ IPOA'b/DKABA f1a ce OOHOBsIBA 1 Pa3BMBa
u go gHec. PecTUBANIBT CbC CBOUTE 23 M3aHUA € YTBbpieHa cpefia 3a
IpefcTaBsHe Ha MHOBALMY B 00/IACTTa Ha €/IEKTPOHHATA Y KOMITIOTbP-

237



MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

HaTa MY3UKa, IIPOCTPAHCTBO 3a CIIOfie/IsTHe Ha Hall-HOBUTE UJeN U IIPo-
eKTIL.

[Topagy orpaHmyeHuss ob6eM, B HaCTOALIMA JOK/IAJ, He e Ipel-
CTaBeH XPOHOJIOTMYECKM IIperyief; Ha BCUYKU CBOUTHS IPOBEXIAHY B
paMkuTe Ha GopyM-decTuBana mpe3 TOAMHNATE, 3aTOBA JOKIALBT € C
OTBOPEH Kpall.
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+VIPATA 3A MAPUA MATAAAUHA
OT BODLEIAN MS DIGBY 133:
EAEMEHTU HA APAMATYPTNYHATA
TbKAH U CLUEHUAYHW CTPATETN

CJTABA IHAKMEBA!

“THE PLAY OF MARY MAGDALENE" FROM
BODLEIAN MS DIGBY 133: ELEMENTS OF DRAMATIC
TEXTURE AND STAGING STRATEGIES

SLAVA YANAKIEVA?

Pestome: TexcTsT pasriexxna ,,Jrpara sa Mapus Marganuua“ ot
pBKomyca [Juréy Kato M3KIIOYUTETHO C/IOXKEH U XMOpusieH 06-
pasell Ha KbCHOCPeJHOBEKOBHATA aHI/IMIICKA JpaMa. AHA/IU3BT
IpocrefsiBa Kak NMPOM3BEEHNETO ChUeTaBa eleMEeHTM Ha XXU-
TUITHA UTPa, MOPAINTE ¥ ITaCMOHHA [paMa, KaTo eJHOBPEMEHHO
pasBuBa o6pa3a Ha Mapusa MarmanuHa MeXJy IpsX, IOKasHIe,
arocTojIcKa MUCcuUsA U cBATOCT. OcoOeHO BHMMAaHIE € OT/e/IeHO
Ha BBIIPOCA 32 CLIEHNYEeCKaTa pealn3yeMOCT Ha TeKCTa: MHOXKe-
CTBOTO MeCTa Ha JIeMiCTBUE, TOJIEMUST 6p017[ IIEpCOHAXMU, €JHO-
BPEMEHHOCTTA Ha CHOUTUSITA U JUHAMMKATA Ha TPEXOUTE T0-

1 II-p CnaBa fIHakueBa e IJlaBeH acUCTEHT B JierlapTaMeHT ,learbp” Ha Hos
6'B/ITapCKI YHUBEPCUTET;
e-mail: syanakieva@nbu.bg, slava.yanakieva@gmail.com

2 Dr. Slava Yanakieva is an Assistant professor at the New Bulgarian University
Department of Theater; e-mail: syanakieva@nbu.bg
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CTaBAT CEPUO3HM IPeJU3BUKATENICTBA Ipef] BCAKA PEKOHCTPYK-
1M HAa Bb3MOXKHOTO IIpeficTaB/IeHne. Taka TeKCTHT € MUCTIEH He
CaMO KaTo JIUTEPATYPHO U PEIUTNO3HO IPON3BeJieHNe, HO 1 KaTo
TeaTpaseH eKCIIePMMEHT, KOJTO pasllupsBa MpefCcTaBUTe HU 32
IIPOCTPAHCTBOTO, 3PUTENICKOTO BB3NPUATIE U [PAMaTypPrUIHO-
TO BbOOpa)keHMe Ha CPETHOBEKOBHUA TeaTbp.

Kntouoeu oymu: Mapusa Marpanuna, Bodleian MS Digby 133,
CpenHOBEKOBHA ipaMa, IpaMaTypruyHa ThKaH, CLeHNYHM CTpa-
TeTu, >XaHpOBa XUOPUAHOCT, generic hybridity

Abstract: The article examines The Play of Mary Magdalene as
found in the Digby manuscript, theorising it as an exceptionally
complex and hybrid example of late medieval English drama. The
work combines features of the saint play, the morality play, and
the Passion tradition, while shaping Mary Magdalene’s figure
through sin, conversion, apostolic mission, and sanctity. The issue
of staging the text is of particular concern, given the numerous
locations, extensive cast, simultaneous actions, and rapid
transitions that characterise the performance. This complexity
poses significant challenges to any attempt at reconstruction. The
play thus emerges not only as a literary and devotional work, but
also as a theatrical experiment that expands our understanding
of space, spectatorship and dramatic imagination in medieval
theatre.

Keywords: Mary Magdalene, Bodleian MS Digby 133, Medieval
drama, dramatic texture, staging strategies, generic hybridity.

Cpemata Ha CbBpeMEHHMS PEXUCbOP U CbBPEMEHHUA 3PUTE

ChC CPeJHOBEKOBHATA JpaMa IOYTY HeM30eXXHO IOpakfla 3aTpymHe-
HuA. [IpydnHaTa He € caMo UcTOpMYecKaTa GUCTaHINA, a Y Pas/INYHN-
AT CTATyT HA CAMMA SpaMaTyprudeH TeKCT. JJokaTo gpamara Ha HOBOTO
BpeMe 4ecTo IpejyIara ACHa KOMITO3MIsA, 060co6eHM efICTBIA U Clie-
HI, a HEPAJKO U IETal/IHU peMAapKY, CPEJHOBEKOBHUTE IIPOM3BENECHA
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OOVKHOBEHO Ca AaHOHMMHY, KOMIIWJIATVMBHM M C1ab0 HOpMaryuBHNL.3
TekcTbT yecTo QYHKIMOHMpPA He KaTo (PUKCHMpPAH aBTOPCKM IUIAH 3a
IIOCTAaHOBKA, @ KaTO 3aIlC, C/Iefia YUIM PabOTHO CBUIETETICTBO 3a Iep-
¢dopmaruBHa NpakTMKa. 3aTOBa U PyOpPUKNUTE TaM, KBAETO I'M MMa,
[0-4eCTO CBBP3BaT €MU3OfUTE IOBECTBOBATENTHO, OTKOIKOTO Jja OI-
MICBAT )KECTOBE, IICUXOJIOTMS, CLieHorpadusA MIn MU3aHCleH. Te Morar
fia O'bflaT Ha JIATMHCKY, KOETO HAIIOMHS IeHepyyYHaTa O130CT JO JIu-
TYprUATa, VIV HAII'BIHO Ja JINIICBAT. B pesynTaT ChbBpeMeHHUAT YMTa-
TeJl He IOJIyYaBa YCTOMYNBa KOHBEHIIMOHA/THA paMKa, a Tpsi0Ba caM Ja
PEKOHCTPyUpa CLEHNYHUTE YCIOBYSA, KOUTO TEKCTBT IPeAIonara uin
oTpassiBa.

ToBa peKOHCTpyupaHe He € IIPOCTO TEXHUYECKO YIIPa>KHEHIUe.
Ot Hero 3aBuCK Kak ILie ObaT pasbpaHM JIOTMKaTa Ha JeENCTBUETO,
CLIEHMYHOTO JIBVDKEHME U TOPU XKaHPOBAaTa CBOCOOPA3HOCT Ha IIPOM3-
BefieHreTo. CpeTHOBEKOBHM JIpaMyl C OrpaHMYeH Opoil MepCcOHaXXU 1
eNnM30AYHa CTPYKTYpa KaTo ,JoBedecTBO" 1 ,,Bceku™ morar ga 6paar
UTPaHV B OTHOCUTETTHO MAJIKO IIPOCTPAHCTBO, C AyO/IMpaHe Ha aKThO-
pu u ckpomHa creHorpadusa [ECCLES 1969: 153-185; CAWLEY 1959:
205-235]. Ho mpyru mpounsBefeHNs M3VCKBAT CIOXKHY PeIIeHns U U3-
H0/I3BaT B II'bJIHA CTelleH TexHMKaTa loci u platea, nsBectHa u karo place
and scaffold, nwnu ek nmoxgByxkHM Konmu-cueHu [WICKHAM 2013].4
[Tpu Tasu opraHmsanus OTHETHM ,MeCTa* ca MpeACTaBeHy Ype3 IOo-
AUyMU W 060CO0eHN 30HM, PAasIONOXKEHN JIMHEIHO, MOMTyKPBroBO
VIV KOHLIEHTPUYHO,> a OOLIOTO IPOCTPAHCTBO MEXJY TiX — platea-

3 Vswmo4eHNe IPAaBSIT HIKOM aBTOPCKM IIPOM3BENEHNS OT TEPUTOPMUATA Ha
nHemHa OpaHius, kato Tesu Ha Afam o n1a An u JKan bopen, a cbiio u na-
TUHCKMTe fjpamu Ha Xunperapp ot bunren n Xporceuta ot [angepcxaiim.

4 Bx. pexoHCTpykuusiTa Ha Yuxam https://www.luminarium.org/encyclopedia/
mpwagonrec.

5 Bx. MMHMAaTIOpaTa CbC CLeHorpadusATa Ha BajleHcuMeHCKuTe MMCTepuiu,
1547. BnF MS Frangais 12536, f. 1v-2r. https://www.luminarium.org/medlit/
valenciennes.jpg [Accsessed 10 March 2026]; mMuHMaTiopuTe C >KUTUITHATa
UTpa 3a MBYEHNIECTBOTO Ha CB. ATIONIOHMA OT OK.1460 ., mermo Ha YKan ®yxke
or YacocnoBa Ha Ermen IlleBamme, Musée Condé, Chantilly. https://www.
luminarium.org/encyclopedia/mpapollonia.jpg [Accsessed 10 March 2026];
ClleHMYHa CXeMa Ha ,3aMbKBT Ha ycTosABaHeTO, B The Macro Manuscript,
Folger Library, MS V.a.354, f. 191v, ot ok. 1425. https://digitalcollections.folger.
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Ta — ce IpeBPDBIIA B AMHAMIYHA 30HA HA JIBIDKEHNE, CPeIl I dyfeca.
[Ty6rmukara MOXKe a CTOM HETIOfIBUYKHO WIJIU Jla Ce TIPU/BIDKBA 3aefHO
¢ peiictBuero. CefloBaTeTHO CIIEHMYHOTO YCTPOJCTBO HE € BBHIIHA
HOZIPOOHOCT, a KJ/II0Y K'bM MHTepIIpeTalyATa Ha TeKCTa.

VIMeHHO B TO3M KOHTEKCT Tpsi0Ba Jla O'bfie pasriexjaHa ,Jrpa-
Ta 3a Mapus Margannua“ or ppkonuca Digby 133, cpxpaHsBaH jHeC
B bomenckara 6u6bnmoreka.b ITnecara e sanmca"a B HadamoTo Ha X VI
BeK, HO BEPOATHO e Cb3flafieHa Ipe3 XV Bek, a e3MKOBUTE M 0COOHOCTI
Haco4BaT KbM VI3TOuHa AHIIIMA. Makap CTUXBT U J1a He € CTPOTO JIC-
LUIUTMHUPAH, IPOM3BeJieHNeTO BIleYaT/isiBa ¢ Maiaba cu: 2143 cTuxa,
noBede oT 50 MmepcoHaka, rojsAM Opoil pyOpUKY ¥ USK/TIOUUTETHO 00-
MIMpHA CHCTeMa OT MecTa Ha JelicTBueTo. [IponsBeneHneTo o4eBIgHO
He e IICaHO 3a TeaTpaJlHa Crpajia M He pa3uuTa Ha ,MOJIEPHM " MeXa-
HU3MIU 3a CMsHa Ha jiekopa. HeroBaTra aMbuius e cproctaBuMa C py-
TU TOTIEMM CPeJHOBEKOBHM TBOPOM KaTo ,3aMBKBT Ha YCTOSIBAHETO"
U KOpHYesnckara ,,OpauHamua‘, Ho 6e3 ja pasnonara ¢ yioO0CTBOTO Ha
MHOTOJJHEBHO IIpefiCTaBsIHe.”

3a fia ce pasbepe CLieHMYHATa TPYSHOCT Ha Tasy ApaMa, Hall-Ha-
mpey TpsIOBa [a ce BUAM OOIIMSAT M CIoXKeTeH 3aMuch1. Hagamoro mpen-
cTaBs cBoeoOpaseH Iapaj Ha THpaHM4YHaTa BiacT. Tubepwuii, Vpox u
[Tunar - ¢purypu, gobpe MO3HATU OT AHITINIICKNATE ITACMOHHY UTPU — Ce
CaMOOIMCBAT B PErMCTBP Ha Baferencko camoxsanctso [CLOPPER

edu/img31592 [Accsessed 10 March 2026] mwin guarpamute Ha KOPHYOICKM-
te ,OpmuHammsa®, MS. Bodleian 791 f. 271, 56v, 83r https://digital.bodleian.
ox.ac.uk/objects/1b105eaa-bb08-4839-a82f-0fdd114a7100/surfaces/58a45dc9-
b223-4edc-9664-316a67332ed5/ u Cs. Mepuasok, B Peniarth MS 105B, f.
51v, 92 v. http://hdlLhandle.net/10107/4398775; http://hdl.handle.net/10107/
PublicDomainMark [Accsessed 10 March 2026].

6 Bodleian Library MS. Digby 133, fols. 95r-145r. https://digital.bodleian.ox.ac.
uk/objects/05e26b38-07b8-417c-b99e-b1bb1e023b65/surfaces/f9710240-8325-
4cb7-88aa-e3bfc22d8ba8/ [Accsessed 10 March 2026].

7 TpsibBa ma ce HpuM3Hae, e CJIOXKHU 3a IpeCTaBsiHe UIPY OTKpMBaMe M B
I0-paHHM Nlepyoay, Hamp. Vrpara 3a ArTUxpucta ot Tereprsee (XII B.): Anon
(1100) Ludus de aventu et interitu Antichristi. Literae multae et alia excerpta
ex Ottonis Frisingensis Gestis Imperatoris Friderici [u.a.] - BSB Clm 19411.
[online]. Available from: http://mdz-nbn-resolving.de/urn:nbn:de:bvb:12-
bsb00008249-9. Tst ceabprka camo 441 cTmxa, HO € 3aMMC/IeHa KaTo CTIOXKEH pe-
JIATMO3HO-TIOJIUTUYECKH CIIEKTAK'BII, C MHOTO JeICTBALIN JINLIA.
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1980]. Ha peTopuyHO paBHUILle TEXHUAT I71aC € IPOTUBOIIOCTABEH HA
cMmupeHnero Ha Xpucroc, ,,Ilap Ha mapere“®, mpuen ,,06pa3s Ha pa6“?
K'bM TO3M pef; Ha caMOXBa/HUTe BIACTHULM IIPUHAMIEKM U OaIaTa Ha
Mapus Marpanuna, Cup, a no-kbcHo — 1 Kpanar va Mapcunus (B e3u-
4eckoTo My 6uTie). Taka ollje B HA4aJIOTO paMaTa yCTAHOBSABA €HO OT
LIEeHTPa/THUTE CY IPOTUBOIIOCTABAHMA: CYBEPEHHOTO CaMOBb3Be/IIN4Ya-
BaHe Ha 3eMHITE B/IAfIeTe/IN CPELy CMUPEHUETO, TIOKAsTHUETO 1 671aro-
matHOTO mpeobpasssane [MITCHELL-BUCK 2014: 243].10

Crnen yBogHITe BlafieTeNCKN CLieHH) ce nosiBABaT CeeTsT, [InbTTa
U [IABOTBT — KJIACHYECKU a/IETOPUYHM (PUTYPY, KOUTO OpPraHU3MUpar
3aroopa cpemy Mapus Marganuna. Ciep, cMbpTTa Ha 6amia M U ocK-
poTsABaHeTO Ha TpuMara HacnefHuuy - Mapusa, Mapta u Jlasap - Ce-
ieMTe CMBPTHMU Ipsixa obcaxkiaT 3amMmbka. PasBparsr nsBexxga Mapus
OT TaM KbM Kpbumara B Vepycamum, KbjieTo T4 cpema [ananta, Koo
e u loppocrra u Jlro6onutcTBoTo. CrieiBa Imepuoy, Ha MajieHne, ToKa-
TO B Oeceikara, Kb/IeTO TS 3aCIVBa B OYaKBaHE HA CBOUTE ,,KaBaJIepn ,
HACTBIN ITOBPATHT: [JoOpUAT aHresn g mof6yXa KbM IIOKAsTHUE U 5 Ha-
couBa KbM Xpucroc. Taka LeHTpaHaTa purypa Ha )XUTUITHATA CXeMa
conversio — e IpeficTaBeHa efHOBPEMEHHO KaTO IICUXONIOTUYIECKU, MO-
paJieH U ClieHMYeH MPeIOM.

Cuenara y CumoH IIpoka’keHU € I'bpBUAT OT MOBPAaTHUTE MO-
MeHTU B gpamara. Mapusa Marganuna cnefgsa XpyCcTOC U YYEHULIUTE
MY ,,C IJIaY, yMUBa HO3€Te MY C’bC CH/I3W, OTPUBA I C KOCUTE CU U OuBa
OYIICTEHA, IOKATO cefileMTe GecoBe M3/M3aT OT Hesl ,,C ITP'BM™ U Ce OTIIpa-
BAT KBbM ajja. TyK TeKCTBT CBBbp3Ba IOKajfHaTa JIMHUS Ha TpelIHNIIa-
Ta C eBaHTe/ICKaTa TpafMIivs, a CIEHMYHOTO AENICTBIE Ce pasrpblia Ha
HAKOJIKO paBHUIIA eJHOBPEMEHHO: JoMBbT Ha CHMOH, JBIKEHMETO Ha
Xpucroc u yueHnunre 1o platea-ta, BHe3aITHOTO NOsABABaHe Ha 6eco-
BeTe 1 NoclefBaaaTa OypoHaHa peaklusA Ha MOAUyMa Ha AJla, Kblie-
TO IPOBAIVINTE Ce ASABOMM OMBAT HaKa3aHU ¥ 3a/IMBaHU ChC CMOJIA.
VIMeHHO B TaKMBa CLIeHU Ce BIDK/A KOJTIKO HeaJeKBaTHO 6y 61710 mpo-

8 Orkp. 17:14; 19:16 n 1 Tum. 6:15.

9 Oum 2:7.

10° ABTOopKaTa roBOpM 3a ,,KyITypa Ha THpaHKUTe B TO3M IIePUOJ, OT CLieHMYHATa
ucropus u usbupa sa coit pokyc ,Mapust Margannza ot Juréu” umeHHO 110-
paziu 06MINeTO OT TMPAHMYHY IIePCOHAXKI.
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M3BeJleHNeTO Ja O'b/le CXBAIaHO KAaTO IPOCTA MIOPEANLIA OT ,KAPTUHU .

Crien mOKasTHNETO C/eiBa €U30BT ¢ 6bomectTall, cMbpTTa U BB3-
KpeceHnero Ha Jlazap. Maprta u Mapus Tbpcat Xpucroc, morpebsar
OpaT Cu C y4acTHeTO Ha BOMHUIIN, OIVIAKBAYKI VM CBUJETEINN, a IIOC/IE Ce
OTIPABAT KbM Ipoba, KbAETO CTaBa Yy[OTO Ha Bb3KpeceHMneTo. Hsakon
M3C/IeIoBaTeNN NpyeMaT TOBa MSCTO 3a JIOTMYeH Kpail Ha I'bpBaTa 4yacT
Ha apamata [ADAMS 1924: 225].12 OrTyk Hararbk obade IpousBeie-
HIETO He Ce YCIIOKOsIBa, @ HAIIPOTYUB — IIPeMIHaBa K'bM OLIie II0-CTOXKeH
MOHT)X MEXJY eBaHTe/ICKa MICTOPYSL, XUTUITHA JIETEH/a U allerOp1YHa
[ipaMaTryprus.

CrenBanyAT rofsam 610K OTBEXX/Ia BHUMAHIETO KbM Mapcuimsi.
Tam Kpanar u Kpannmara, 3aefHO ¢bC cBUTaTa CIf, M3BbpLIBAT e3ude-
cKa ,,cmy>k6a“ B Kanuierto, oorpmxksaHo ot YKpena n Momyero. Puty-
QI'bT € MPeNCTaBeH KaTo KOMUYHO MPe0ObPHATO TOA00Me Ha XPUCTH-
STHCKA JIUTYPIUs ¥ [0 TO3Y HAYMH JipaMaTta BbBeX/ja GapCcoBy elleMeH-
TI B MHade CepMO3HMsI CU PeurnoseH paskas.l3 Toa e BaxxeH Oeyer Ha
KOMITO3UI[MATA: CAKPATHUSIT HAPATHB Ce MPEKbCBA OT MHTEPMERNITHI
CLIeHM C TepudepHM NePCOHAXY, YMATO (PYHKIMS € eTHOBPEMEeHHO fia
pasBieKar My6/IMKaTa 1 Ia pa3ToBapsIT HALIPEKEHUETO.

MexyBpeMeHHO B eBaHTe/ICKaTa JIMHMSA Bede ca ce CIydu-
mu Crpactute, PasnaTtuero n Bon3kpecennero. Mapusa MarganuHa ce
sIBSIBA KaTO €Ha OT MUPOHOCHUIUTE I € BK/II0YeHa B TPAAMIIMOHHNUTE
MO/KAHPOBM €NMM30[M Ha MACHMOHHATA J[paMa: MmocelieHneTo Ha ['po-
0a, A1asora ¢ aHresna, cpellaTa ¢ Bb3KPbCHA/INA XPUCTOC B IPaiHATA.
Te3n MoMeHTH cieiBaT JOOpe YCTAaHOBEHM CLIEHMYHM MOJE/N, HO TYK
ca BrpajieH! B IO-IIMpoKaTa XUTuitHa cTpykrypa. Cren Bp3HeceHme-
TO XPUCTOC Beye MpUCHCTBA OT MOAVYMa Ha Pas u nsmpalna apxaHresn
Pacann fa Bp310>ky Ha Mapuss MargannHa aliocTonckaTa i MUCHs B

11 Voan. 11:4fF.

12 ABTOp®T CcMsITa, Ye IuecaTa € UrpaHa B JiBe YaCTH, Pasfie/ieHn OT obefHa II0-
4MBKa TOYHO Ha TOBa MsCTO. Tol my6/mKyBa camo wbpBara Jact (225-243).

13 EsyqHunuTe B aHIIMIICKUTE CPEFHOBEKOBHY JPAMU HEPSIZIKO ClioMeHaBaT Mo-
xaMep (C TPaHCKpUOMPAHO 10 efUH VIN APYT HAYMH UMe) KaTo upoi. ChIioTo
HabofaBaMe 1 cpef fpyru obpasuyu Ha Teputopusita Ha EBpomna — Hanpumep
B jaTMHCKaTa fgpama ,,CruHa Ha leTpor®. Esmdeckure mepcoHakm ce KbjIHAT
eqHOBpeMeHHO B MoxaMen u B AIOJIOH, HAPABHO C M3MIC/IEHUTE U0/ KaTO
EpBaran Hanpumep (Le Jeu de Saint Nicolas na YKaun Bogern).
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Mapcumms. Taka fpamara IpoMeHs pexkMa Ha XpUCTOBOTO IIPUCHCT-
BIfe: TI0 BpeMe Ha 3eMHIS My XXIBOT TOJI ce ABIDKY 110 platea-Ta; cref
Bp3Hecennero fericTBa oT AucraHuusAra Ha Hebero, upes aHrennu, gy-
fieca U CaKpaMeHTa/IHM [IOCPeHNIIL.

MapcuicKuAT IMKBII € 0COOeHO BaXKeH KaKTo 3a (pabyrara, Taka
U 32 CIeHMYHaTa OpraHmsanus. Toil 3aemMa IOBede OT eHA Tpera OT
LI/ TeKCT U e 3a0e/IeXXUTEeNHO HaCUTeH C pyOpPMKM, TOIsIMa YacT OT
KOMTO ca Ha JIATMHCKY. ToBa MOXKe [1a OJICKa3Ba CaMOCTOATETHOTO C'b-
I[eCTBYBaHe Ha TO3M OTK'BC 1 O-K'bCHOTO MY BK/IIOYBaHe B KOMIIM/IA-
LVATa, HO TO-Ba>KHOTO €, Ye elM30[bT € BHUMATETHO BrpajieH B Iis-
JIOTO Ype3 [iBa II'bPBOHAYA/IHY ,BK/IIOYBAINY MOMEHTA, HAIIOMHSIIN
napasesieH MOHTaX. Creli Bb3KpeceHueTo Ha JIasap KpaTbK MapCUICKH
eNM30J MOATOTBSA O'bfielaTa IMHNSA, IOC/Ie TACKOHHMAT e/IeMEHT IIPO-
J'b/DKaBa, a BIIOC/IEICTBIE BTOPO MAapCU/ICKO BK/IIOYBaHE OTBEX/A KbM
KOMMYHATa e3ndecKa cmyx6a. Ensa cen ToBa, upes He6eCHOTO IOP'D-
veHye Ha Pagani, 3arouBa ChUIMHCKAaTa MIUCHSI HA CBETHIIATA.

Korato Mapus Marpganuna npucrtura B Mapcunus ¢ kopabl4,
[pamMaTa ps3KO CMeHs Mamjaba m purbma cu. T m3obnmyaBa es3n-
vyecTBOTO Ha Kpasis, oTuBa ¢ Hero o KammieTo, KbAeTOo 10 HeHUTe
MOJIUTBY 06/MaK oT HebecaTa HopmanBa xpama, a JKpersr u Momuero
»rorbBar 1> Crieq ToBa TS € IPOrOHeHa 1 HaMupa yOexxuiie B KOMu-
6a. ITo-xbcHO XpHUCTOC OTHOBO M3IIpallla aHTe/II, KOUTO s IPEMEHST B
051710 ¥ 51 €CKOPTHPAT IIpe3 HOIITA B {BOPeLa, K'BAETO TsI II0yYaBa Iiap-
ckaTa ABojika. Ha cyTpuHTa Te ca yOemeny, de ca moIy4mim OTKpoBe-
HIIe U ce 00pBlIaT BBB BsApara. Kpanuiara 1o yyneceH Ha4MH 3abpeme-
HsBa, a Kpanar pemasa a npueme Kpbienue ot arocrtorn [lersp B Ve-
pycamM. Cro)XeTbT TOraBa IIpeMIHaBa B OlLje eHO II'bTyBaHe — MOPCKO
HOK/IOHHIYECTBO, IIPe3 KOeTO Kpaayuara paXk/ja, yMupa 1 e ocTaBeHa

14 Tosu xopab e MBK/IIOUMTENHA HAXO[Ka — HAKOM OT M3C/IEOBATENINTE CYU TO
IIPeACTaBAT Karo IaTdopMa Ha KoJlena, KOSATO Ce Termu uiu 6yTa, Fpyru —
KaTo KOJIMYKa C [IBe KO/Ie/eTa, KOATO CaMMTe aKTbOPY T/IACKaT U3 MSACTOTO.

15 MoxxeM [ja Cvt TIPEACTaBMM HSKAKBO YCTPOICTBO, CBBP3BALIO MIOAMYMa Ha past
¢ TO3M Ha Mapcmius, 110 KOeTo 1lie ce CIyCHe BBIPOCHMUAT OO/aK — BbXKeHa
MHCTAMAnus WM Helo HOA06HO, @ BCHIIHOCT € HAI'b/IHO Bh3MOXKHO TOBA Jia
e 0THOBO onucarenHa pybpuka. Cr. 1561-1562: Here shall come a clowd from
heven and sett the tempyl on a fyre, and the pryst and the clerk shall synke, and
the kyng gothe hom...
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C leTeTO Ha CKasla, a I0C7Ie, CJIef, KPbLIeHneTo 1 o0MKoaKara Ha CBeTH-
Te MecTa, KpassaT ri oTKpuBa )XMBMU IO 3aCTBIIHMYECTBOTO Ha Mapus
Marpganusa.l6 Tosy HapaTuB MpaBy CLEHNYHOTO IPOCTPAHCTBO OILile
110-CTIOKHO: Mapcunust, Kopab'vT, 6persT Ha Vepycannm, ckanara B MO-
PeTo ¥ OTHOBO 3aBpblIaHeTo B Mapcuus TpsA6Ba M0 HAKAKbB HAYMH
Jla CBIECTBYBAT B o01ara mep¢opMaTiBHA JIOTUKA.

Oco6eHO TOKasaTelieH e Ha4MHBT, IO KOWTO JjpaMaTa OpraHu-
3Upa IPeXofiuTe MEeXY OTASTHATE eu3ofu. Ta He clefBa MojepHaTa
JIOTMIKA Ha IMHEITHO Pa3BUTIE B e[UHHO IPOCTPAHCTBO, a pabOTI Upe3
CI'bCTSIBAHE M pasTpbllaHe Ha Pas/INyYHY BPEeMEBU U IPOCTPAHCTBEHN
1acToBe. HAKOM CLieHUM CAKalll ce ,,BKII0YBAT KaTO CAMOCTOATETHU
MOJy/IN, HO 6e3 fla 3ary0sAT Bpb3KaTa CU C ISUIOTO. Taka Hampumep
MapCUJICKaTa UCTOPUA He € MIPOCTO J0OaBeH KUTHEIVCEH eN30, CIIef
eBaHTe/ICKITEe ChbONTNSA, @ € BHIMATE/THO pasIlIpefie/ieHa Taka, de Jja BJIN-
3a B ayasor ¢ Tax. CaMOXBaJICTBOTO Ha e3ndeckus Kpan orpassaBa Biia-
ileTesickaTa HagMeHHOCT Ha Tubepnit, Vipox u [Tunar; ¢panmmnara e3n-
Jecka CIy>k6a B KanuieTo QyHKIVOHMPA KaTO KOMMYHA U 0O'bpHATa
Bepcis Ha MCTMHCKATa Meca; a I'bTyBaHeTo Ha Kpasis KbM Vepycanum
" 00paTHO IpeHacs JIOTMKaTa Ha IOK/IOHHWYECTBOTO OT eBaHIe/ICKaTa
MICTOpPUA B IOCTIIACXA/THATA MUCHUA Ha cBeTuaTa. [To To3u Ha4MH Apa-
MaTa He IPOCTO HAHM3Ba OTAE/IHM Yy/ieca U IPUKTIOYeH s, a M3TPaK/a
HOBTOPEH I, KOHTPACTY ¥ UMM MEX/y OT/Ie/THU CEO>KETHY IMHUM.

B TO3M cMUCBHI KOMMO3MIMATa MOXKe Aa Oble MUCTEHa Karo
»MOHTQ)XHA, MaKap TEPMUHBT Ia € MOJepeH. TeKCTBT MHOTOKpar-
HO IIPeK'bCBa €[JHO JIeVICTBYIE, 32 Jla BK/IIOYM APYro, KOETO MPOTUYA Ha
[PYTO MJCTO U C Apyra fuHaMmuka. [Iy6nmkara TpsOBa MOCTOSHHO Aa
IIpeBK/II0YBAa BHMMaHMETO cit: OT [IBoperia KbM Afia, OT 3aMbKa KbM
Kppumara, ot ['poba xpM Mapcunns, ot xopaba kbM Pas. ITogobna
TeXHVKA yCU/IBa IMHAMMKATA Y IPOU3BEXK/IA YCelaHe 3a CBAT, B KO-
TO BUAMMOTO U HEBUAMMOTO, 3¢MHOTO U OTBBIHOTO, YOBEIIKOTO I JIe-
MOHMYHOTO Ca €JHOBPEMEHHO aKTUBHI. [le/iCTBMETO He ce M34YepIiBa B
eJlHa CLIHMYHA JIOKAIVA, a € Paslpeie/ieH0 B MPeXKa OT OTHOIIEHVIA.
Eto 3amo pyOpuknTe/peMapknuTe B TeKCTa He MOTaT Aa O'bfjaT YeTeH!U
CaMO KaToO CLIeHMYHY MHCTPYKIIMM; Te ca MHAEKCY 3a IIPeBK/II0YBaHe Ha

16 BB BCekM CIy4aii 3a eIHa pPeIUIMKa € U3MMHAJIA TO[MHa BpeMe, B koeTo Kpa-
1T e obuxonun Hasaper u Butieem u cee pppran mupu Iersp (1850 — 1851).
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BHJMMAaHIETO I 3a IIPeHapeXk/jaHe Ha IPOCTPAHCTBEHATa KapTa B Ch3Ha-
HVETO Ha 3PUTeTISL.

[Ipo6meMdT ce YCIOKHABA OT TOBA, Y€ He BCUYKY CMEHU Ha MsAC-
TOTO ca oTOenA3aHu eKcIMUNUTHO. [ToHsAKora pybpukara sICHO KasBa,
4e HsAKOJ B/IN3a, C/IU3a, IOThBA WU Ce OTIPAaBsA KBM JjafileHO MSACTO.
JIpyr bT caMuTe perINKY M3[aBar, 4e cMe Bede Apyraje. ToBa e BUHO
HanpuMep B enmsopuTte cief, Boskpecenmero, koraro Mapust Marpa-
nMHA TPsiOBa IIBPBO Jja O'bJe OT/e/IEeHa OT JPYTUTe MUPOHOCUIIY, 3a [a
cpeiiHe XPpUCTOC KaTo ,,TpajinHaps , IOC/e MaK Jja ce BbpPHe IPH TAX, a
cetHe XPICTOC OTHOBO fia ce siBU Ha Tpute xeHn.l” Huto gucranimsra
MEX/Iy Te3U TPYIM, HUTO MeXaHM3MbBT Ha MOsIBSBaHe I M34Ye3BaHe ca
omnucaHy gokpait. [Iofo6HO e MoMoKeHNeTo ¥ Mpu COMpPAHETO Ha KO-
paba mo ckanara ¢ Kpanuuara u gerero.l® 3a focturanero 5o Mscroro
Hay4aBaMe He OT IIPOCTPaHCTBEHA MHCTPYKINS, @ OT C/IOBOTO Ha Iep-
coHaka. ToBa Ipefmonara peXXucbOpCcKo pellieHne, KOeTo He MOXe fia
O'bfie M3BeJIeHO MEeXaHNYHO OT TeKCTa, a TPsA0Ba Jja O'bjie KOHCTPYMPAHO
Ypes JIOTMKATa Ha S/I0TO.

3HayyMa e U pojIsATa Ha PyOpUKNTE KaTO HOCUTEM Ha CLieHIYHA
npenBuAIuBocT. Ha MecTa Te IOATOTBAT CHOUTHMETO MHOTO IIPERN TO
fa HacTbu. [IpuMep 3a TOBa e 3aII0OBeATa CefleMTe AsIBOMM Aa O'baT 00-
JIledeH ¥ CKPUTH TIPeABapUTENHOY, 3a 1a ce MOSABAT B TOYHVSI MOMEHT

17-1060-1061 Hic aparuit Jhesus. / Tyx ce nosasu Vucyc; 1095-1096 Here avoydyd
Jhesus sodenly, thus seyyng Mary M: / Tyk Vucyc BHe3anHo HanycHa, a Mapus
MarpannHa Ka3Ba ClIegHOTO: (T.e. 06pbIla ce KbM ApyruTe Mapuu ga MM Cb-
o061y 3a 4y[OTO), C/Ief mosiBata Ha Xpucroc (6e3 pydpuka) mpen TpuTe KeHu,
Toit ,oTHOBO“ M3ue3Ba: 1124-1125 Here Jhesus devoydytt agen. Beuuku nm-
TaTy OT ApaMaTta 3a Mapusa Marganuna ot [Iuréu ca cbIacHO pefakuuATa u
Homepanysita Ha COLETTI, Theresa, 2018. The Digby Mary Magdalene Play.
Medieval Institute Publications. ISBN 978-1-58044-286-2.

18 1878-1879 Et tunc navis venit ad circa placeam. Rex dicit: / VI nocie kopabbr
obukais platea-ta. Kpansar xasBa: (t.e. Kpansar Monu Mopsika jja foIUIaBar o
CKajata, Kb/IeTO HaMupar XIBY fieTeTo 1 Kpanmiiata 1 ieteTo, KOATO ¢ Iyfo-
TBOPHOTO 3aCTBIHMYECTBO Ha Mapusa MarganuHa cbio e KpbcreHa oT Ile-
TBp U e Bupsiaa boxu Ipo6. CamoTo mocTuraHe CTaBa sICHO OT peIUIMKaTa Ha
Kpans). 1914-1915 Et tunc remigant a monte, et nauta dicit: / ¥ mocne rpebar
00paTHO OT CKajaTa, a MOPSKBT Ka3Ba: (TOBa, KOeTO KasBa MOpAK®T, e, 4e ca
cTurHam fo 6pera Ha Mapcnnus).

19 Cr. 563-564. They shal be arayyd lyke seven dylf, thus kept closse.
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[py M3TOHBaHeTO Ha 6ecoBete or Mapusi Margannua.20 ToBa o3Hava-
Ba, Y€ TEKCTBT Ia3M CJIef} OT peayHa MOCTAHOBBYHA MUCHI: HE CaMo
OIVCBa KaKBO TPsA0Ba Jja ce BU/Y, HO M pa3KpuBa 3HaHNe 32 HEOOXO/u-
MaTa IpefBapuTenHa oprannsanys. Ha npyru mecra obaue pyOpukunre
ca IOYTY YMCTO IOBECTBYBATe/THM: IIPEaBaT, Ye MUPOTO € ,,CK'BIIOL[eH-
HO'", 4e HO3eTe Ca YMUTH ChC Chn3n?l, ue Hebecara mukyBar.22 Te He pe-
IIaBaT IPaKTUYECKVsI BBIIPOC KaK Jja ce ITOCTUTHe e(eKTBT, a caMo (u-
KCMpaT BboOpa’kaeMaTa MHTEH3MBHOCT, KbM KOATO IPEJCTaBICHNETO
Tpsi6Ba fa ce ctpemu. ToBa [{BOIHO [BV>KEHNE MEXAY IPAarMaTUIHO I
BU3VMOHEPCKO IIPaBY TEKCTa 0COOEHO MHTepeceH, HO U 0COOEHO TpyHeH
3a Bb3CTaHOBKA.

XnOpuUAHOCTTA Ha IPOU3BENEHUETO MIMa U Ollle eJHO M3MepeHue:
Ts e 60TOCIIOBCKA, a He CaMO >)KaHpOBa. B paMKWTe Ha eVH U CBII| TEKCT
Mapnsa MarganuHa e e[HOBPeMEHHO INOKaliHa I'peIIHNIIa, cecTpa Ha
Mapra n JIasap, MUpOHOCHIA, AIIOCTONKA Ha Mapcunnsa 1 IycCTMHHNLA
[HASKINS 2004]. Tasu cnoxxHa obpasHa KOMIO3UIMA CTBIIBA BBPXY
JUb/ITaTa MCTOPMS HAa C/IMBAaHE Ha HAKOJIKO €BaHIe/ICKM QUTYPU B eHO
UMe — Tpoliec, TPAAMLIMOHHO CBBP3BaH CBC CIOBOTO Ha mama ['puro-
puit Bennku.23 To-K'bCHUTE JIeTeHAAPHY II/IACTOBE JOOABAT MICHOHEP-
CTBOTO B Mapcuus u OTIIeTHNYecKaTa acKe3a, KOATO 5 JoOmmkasa 1o

20 Cr. 691-692: sevyn dyllys shall devoyde from the woman, and the Bad Angyll
entyr into hell with thondyr.

21 JdpbK mpuMep 3a IIOBECTBYBATEMTHOCT Ha PyOpUKMTe. 3alliOTO He € ACHO KaK
TOYHO MOXe Jja O'bjie IIpeficTaBeHo, Ye yMuBa Ho3eTe MMeHHO “wyth the terrys
of hur yys“ u 1e muporo e ,precyus” (640-641).

22 Cr. 2018-2019: Here shall to angyllys desend into wyldyrnesse, and other to
shall bryng an oble, opynly aperyng aloft in the clowddys; the to benethyn shall
bryng Mari, and she shall receyve the bred, and than go agen into wyldyrnesse;
cT. 2030-2031: Her shall she be halsyd wyth angyllys wyth reverent song:
Asumpta est Maria in nubibus. Celi gaudent, angeli laudantes felium Dei / Tyk
T4 e 6'bfle IPUBETCTBAHA C TIeCeH Ha IounMTaHMe: Mapus Oellle Bb3HeCeHa B
obnanure. Hebecata nmukyBart, ([OKaTo) aHrenuTe Bb3xBanasar boxusa Cun.
Tyk e usnonssaHa Bapuanus Ha anTuoHa Assumpta est Maria in caelum, mmoc-
BeTeH Ha cB. Boropopuia. Toit 06u4aiiHo ce u3monssa Ha IIbpBaTa BedepHs,
npeny mpasHuKa Ha Ycrenne Boropopudno; Ha Yrpensara (Laudes) Ha mpasuu-
Ka 1 Ha BropaTa BeyepHs B CHIVA [IeH.

23 Cnoso 33, XL Homiliarum in Evangelia, PL 76: 1238-46. Mar. 26:6-13; 27:56-61
n 28; Mapk. 14:3-9, rn.15, 16; JIyk. 7:37, 8:1-4, u 10:38-42; u VMoan. 19:25 u
20:1-10.
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MoJie/Ia Ha CBATOCT, 3ajiafieH oT Mapua Erumercka. JIJpamara npuema
Ta3U MHOTOCBHCTaBHa CBATOCT He KaTo IpobieM, a KaTo pecypc. TbKkMo
3aI[0TO FepOMHATA Bede ChYeTaBa HAKOIKO TPALUIVN, TEKCTBT MOXKe
fla CUHTe3Upa >KUTHeE, IIACKOHHA ApaMa i MOPAIUTe B €HO MaljabHo
IpefcTaB/IeHNe 32 OOPbIAHETO, CBUMIETE/ICTBOTO ¥ CBETOCTTA.

He mo-manko Ba>kHU ca kKoMu4HuTe cuenn. Ha npbe mornep te
UIJIEX/IAT CTPAHNYHY CIIPSIMO CepYO3HMS LIEHThP Ha IPOU3BefieHe-
TO, HO BCBIIHOCT M3I'BIHABAT HAKONMKO GyHKIMM. [TbpBO, Te ocury-
psBaT PUTMUYHO pasdylBaHe ¥ IO3BOJISIBAT HA 3PUTEINTE [a PeMMU-
HAT OT BUCOKA PEIUTMO3Ha HAIIPETHATOCT KbM CMX, 6e3 1a HalycKar
obIjara MopajHa paMKa. BTopo, 4pe3 TAX OTpMUIATeTHUAT CBAT CTaBa
IUIACTMYEH U TeaTPa/IHO IUTBTEH: XXPeL'bT, MOMYeTO, MOpsALuTe 1 Oe-
CoBeTe He Ca IIPOCTO HOCUTENM Ha 3710 MIN HMU30Ba I'PYOOCT, a XKUBK
CLIEHMYHU Terla C I7IaC, TeMIIEPAaMEeHT 1 CMeIlIHa HeafleKBaTHOCT. Tperto,
TBHKMO Ype3 cMexa pamara obescuBa GannBuTe aBTOPUTETY — €3M1-
JecKara 3a0/yzia, AABOJICKATa B/IACT, CAMOXBAJICTBOTO Ha BJIafieTEe/IUTe.
KoMI4HOTO He CTOM U3BBH CAKPATHOTO, @ pabOTHU B HETOBA 110713, KATO
IpeBPbIA MO0IONOKIOHCTBOTO U IEMOHCKOTO HACW/IVE B TeaTPaHO
pasobnudennu popmu.

KoraTo ce r1eia B mepcrieKTuBa, Ijsj1aTa fipaMa Moxe fia O'bie oII-
JICaHa M1 KaTo pasKas3 3a pas/M4Hy PeXXMMI Ha IPUCHCTBME. B HavamoTo
JIOMVHMPAT BIACTOBOTO C/IOBO, 3eMHITE IBOPLIM, 0OcajaTa, KpbuMara,
K'bIIjaTa ¥ TPOOBT — MPOCTPAHCTBA Ha YOBEINKA M JIEMOHNYHA aKTUB-
HocT. [To cpemaTa TeKCTBT IpeMMHaBa Ipe3 Ipara Ha BbskpeceHnero,
KbfleTo XpUCTOC BCe Ollle ce fABABA B MCTOPUATA, HO Bede 3alo4Ba I
HOBMAT pefi Ha HeOeCHO MOCpeIHMYecTBO. B Kpas myctunsTa n Pasr
ce IPeBPBILIAT B IIOYTY HEIPEKbCHAT BEPTUKA/IEH KOPUIOP, 110 KOWITO
aHTe/INTe Ce BIDKAT HAarope 1 Hafony. Taka XOpM3OHTa/THAaTa MPeXa OT
MecTa OCTENIeHHO OTCThIIBA Ha BEPTUKAIHATA OC MEXAY 3eMs U Hebe.
ToBa e KOMITO3MIIIOHEH JKeCT C TOIAMa CHJIa: BBHITHOTO JIBVDKEHMe Ha
CIOXKeTa MOCTENIeHHO Ce IpeoOpassiBa BbB BBTPEIIHA, COTYPUOIOTMYHA
OpMeHTALA.

ETo Hampumep MOC/IEAHUAT TOMSM pasfert, KOMTO BKI0YBA XKU-
BoTa Ha Mapus Marzanusa B IyCTMHATa24 1 OIMCAaH KaTO IPOLB/IKII

24 Her goth Mary into the wyldyrnesse / Tyx Mapus otusa B myctunsra (1971-
1972).
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TpuUjieceT TOAVIHNA: TaM Ts € XpaHeHa ¢ HebeCcHa XpaHa, aHTe/IN A U3[U-
raT K'pM Hebecara, KbIeTO IOJTy4aBa XOCTUATA, a HaKpast upsa Caellle-
HYIKBT, IIpaTeH OT XPUCTOC fia M Jjafie NocieqHo npuyactue. CMbpTTa
M e MapkupaHa ¢ gymute Ha [Icanm 30:6, KOUTO ChlIEeBpeMEHHO OTIIA-
cat gymute Ha Xpucroc ot Kpbcra.?> 3aBbplIeKsT chyeTaBa XUTUIHA
CBATOCT, IUTYPrU4Ha OOPa3HOCT M BEPTUKAJIEH CLIEHNYEeH JKeCT: JIBU-
JKEHIETO Bede He € XOPM3OHTA/THO MeX/Y IOANYMM U MeCTa, a Harope,
kbM Hebero.

Tasu kpaTka peKOHCTPYKIMA Ha CHIBP)KAaHUETO JIEMOHCTpUpa
xnbpupHocTTa Ha fpamara. OT eHa CTpaHa, TA € )KUTUIHA ,,urpa’ 3a
CBeTHUIIa U IpOCefsABa TpaHChopManMATa Ha LEHTpaTHNUA 00pas oT
TPEXOBHOCT K'bM CBATOCT — TUIIMYHA CTPYKTYypa 3a saint play. Ot gpy-
ra CTpaHa, BK/IIOYBA €lleMeHT! OT T.Hap. MOpA/IUTe C HETOBUTE a/lero-
pudaHM Qurypu, nepconndukanumu u obcagara Ha 3ambka oT CeeM-
te cmppTHM Tpsixa [COLDEWEY 1975].26 Ot Tpera, B ThKaHTa U ca
BHEJIPEHN Lie/IM TIOJPKaHPOBYU (PparMeHT! OT MACUOHHATA TPajjuLs —
Visitatio Sepulchri, Hortulanus, Bbp3kpecsaBanero Ha Jlazap. Hapen c
TOBA JIEIICTBMETO € IPeKbCBAHO OT PapCoBMUTE CLIEHN C XKpella, MOMYe-
TO, MOPsIKa ¥ HeroBys IoMOLIHMK. C/lefoBaTeTHO KaHPOBOTO OIIpe-
JleTisiHe Ha TeKCTa e 3aTPYHEHO He 3allj0TO MY JMIICBA UIEHTUYHOCT, a
3aIIl0TO CaMaTa My UAEHTUYHOCT e U3TrpajieHa Ype3 Hac/larBaHe U B3an-
MOJIe/ICTBYE MEXY PA3IMIHN IPAaMaTyPIUYHY TPAAUIIUIL.

Ho nctuHckaTa TpyJHOCT Ha IIPOM3BENEHNETO e CTPYKTYpHa. V3-
CIefjoBaTe/NINTe ca Jjajed OT ChI/IAcKe OTHOCHO Oposi Ha HeOOXOAMMU-
Te MecTa Ha feiicTBueto. Cropeq Tepesa Komeru Te ca 1oHe jeBeTHa-
mecet [COLETTI 1979: 313], ciopen [I>xon Konprou — nBaseceT u gBe

2> B TBos p'pKa IpefaBaM fyxa cu; Tu cu me n3bassut. Tocnopy, Boxxe Ha nctu-
HaTa.

26 To3m elleMEHT IMPUCBHCTBA KAaTO LEHTPATHO ChONTIE B He €fHO JMTEPATyPHO
IIpOM3BefieHNe, HO € 0COOeHO 3abeeXXuTe/ieH B CPefHOBEKOBHATA ApaMa ,,3a-
MbKa Ha ycrosaBaHeTo (The Castle of Perseverance) ot T.Hap. Makpo pBbKOINC,
oK. 1440 (Folger MS V.a.354, f. 154-191). Tam CepemTe CMBPTHM I'psixa BOAST
ChIMHCKM 6011 ¢ [JobpoaeTennTe — BCeKM ChC CBOSI JUPEKTEH aHTaroHmuCT. Tyk
AQHTATOHVCTY HIMA, HO IIPMINKATA Kapa HIAKOM OT M3C/IefOBATe/INTe 1A TOCTa-
BAT 3aMbka Ha MarjjajieHa B LileHTbpa Ha eBeHTya/IHaTa ClieHorpadus Io Io-
mobye Ha 3aMbKa Ha YCTOSIBAHETO, 32 KOJTO MMa 3alla3eHa cxeMa Ha IpejcTa-
BJIEHIIETO.
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[COLDEWEY 1975: 115], cnopen, [mnu Yukam — nBajeceT M 4eTUPU
[WICKHAM 1972: 111], a Matio [leitBuc cTura g0 TpupaeceT U celeM
nokauyu [DAVIS 2016: 74]. Cangpo Cruka pasriexja gpamaTa Ha JiBe
qacTy ¥ 6pou 061110 iBafieceT u yeTpu nokanusupanu mecta [STICCA
1972: 111}, poxaro 506 T'ofdpu 06pbia 0co6eHO BHUMaHNME Ha TOTTEMUs
6poit enusony, n3uckBamy urpa B platea-ta [GODFREY 2015: 112]. Pas-
JVIKNATE UJIBAaT HE CaMO OT Pa3lINYHM PeJaKTOPCKM pelleHNsA, HO U OT
caMMs TEeKCT, KOMTO TIOHSAKOTa Ha30BaBa MeCTa, a ApyT II'BT IIpeATIonara
CMSHATa UM CaMo 4Ype3 pelIMKN. PyOpukuTe 4ecTo ONMCBAT JXeTaHus
edeKT, a He MeXaHNKaTa Ha OCBILECTBABaHETO My. Te Morar fa Kaxart,
vye XpUCTOC ,,BHE3AIHO Ce MOSBABA UM 134e3Ba, Ye KOpabbT 0OMKaIs
platea-Ta, ye 6ecoBeTe MOTBBAT, Y€ XPAM'BT Ce MOAIIA/IBA, HO HE YTOUHSI-
BaT KaK MMEHHO Tps10Ba Jja CTaHe TOBa.

Bce nak 1o curypuu 6e1e3n — KaTo M3IMpalaHeTO Ha BECTOHOCIIN
" HeOOXOIMMOCTTA OT PasrpaHMYeH] BTACTOBU LIEHTPOBE — MOXKEM Jia
ouepTaeM pef, OCHOBHM nopguymu: Pum, gsopuure Ha Ilunat u Mpog,
nopguymute Ha Cera, IInbrTa, Afa n Pas, kakro n 3amMbka Ha Mapus
Marpanmuuaa u Mapcwusa. KeM 1ax Tpsa6Ba fa ce nmpubaBsaT HeegHO3-
HayHM, HO BEpPOATHM MecTa Kato Kpbumara, becenkara, lombT Ha Cu-
MoH IIpokakenn, ['po6st Ha JIasap, [onrora, ['po6sT [ocnioneH, 6perst
Ha Vlepycanum, Ckanara B Mopeto, Konubara, [TycTunsATa 1 MACTOTO
Ha CBeIeHNKa. AKO ce BK/IIOYAT pas3INYHNUTE JIOKYCH B paMKUTe Ha
Mapcunus, kopadst 1 platea-Ta, 1eCHO ce JOCTUTA [IO OKOJO [BAfIECET
U Tpu v noBeve nokanuu. Ollle Mo-BrieyaTisaBall e OposiT Ha CMsIHa-
Ta MEXJY TAX: TEKCTBT IIpefIosara jeceTky mpexonau (mosede ot 70),
MHOTO OT KOUTO Ca TIOYTY MUTHOBEH.

VIMeHHO TYK BB3HUKBA TONEMUAT BBIIPOC 3a €BEHTYyaIHaTa CLie-
HMYHa peanusanysa. EqHa Bb3MOXXHOCT e ImofipakaHue Ha KOHLIEHTPUY-
Hara cxeMa Ha ,3aMBKBT Ha YCTOSIBAHETO , P KOSTO LIEHTPATHUAT
3aM'bK Opranmsupa Bcuuky ocrananm Mecta [BEVINGTON 2012: 688-
9]. Ho B ciiyuas 3aMmbkbT Ha Mapysa MarmannHa He e JOCTaTbYHO aKTH-
BeH IIEHT'BD, 3a JIa OIpaBfiae TaAKOBa pelleHe. [[pyra Bb3MOXKXHOCT € /-
HEJTHO W/IV IOTyKPBroBO paslosaraHe, HOOOHO Ha TO/IEeMUTE TTACHOH-
HU UTpH, Harp. BbB BamaHcuen. VI ToBa penteHne obade He mpeMaxBa
mpo6eMa ¢ enM30AMYHOCTTA U YeCTUTE CKOKOBE MEXNY OTHA/TIeYeHN
npocrpaHcTa. [To-ybenuTeHa usriex;/ja XnorTe3ara 3a rpynupaHe Ha
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enM30yTe ¥ aKTMBHO M3IIOJI3BaHe Ha platea-Ta KaTo IPOCTPAHCTBO HA
JIBVDKEHME, B KOETO 3pUTeINTe MoraT (puandecKy iy BboOpakaeMo Aa
cnensar geiicteuero [JONES 1977: 34-38; BUSH 1989:143].

I[Ipn momo6Ha MpoMeHagHa IOTMKA IPOCTPAHCTBOTO MEXMY JI0-
Ka/IM3MpPaHITe MeCTa CTaBa IO-Ba>KHO OT CAMIUTe TAX. TaM ce ClIyduBar
cpeluTe, 4yjecara, HOKJIOHHUYECKIUTE IIPEXOfy, IPeCHYaHeTO MEeXY
3eMHOTO U cakpanHoro. Platea-Ta He e ,,[ipa3HO MSICTO", a 30Ha Ha Cb-
6utue u BpBIMYaHe. VIMeHHO TaM XPUCTOC ce ABVDKM CPefi XOpaTa; TaM
Mapra u Mapusi TMYaT K'bM HETrO; TaM KOPaO'bT MpeBeXXa MOK/IOHHM-
LVTe; TaM IyO/IMKaTa MOXe Ja CBIPEXNBee efHO eHOBPEMEHHO (u-
3MYeCKO ¥ IyXOBHO I'bTYBaHe. B T03u cMuchn fpamara 3a Mapus Ma-
I7la/IMHa He IPOCTO pasKasBa 3a OOpblljaHe U ClIaceHue, a caMaTa Ts e
yCTpOeHa KaTo MOKJIOHHMYECKA TPaeKTOpus. Ts KaHM 3puUTeNs fa u3-
MIHe I'bTS OT CbO/Ia3bHTA NIPe3 MOKAsTHUETO U YY/J0TO K'bM MUCHOHEP-
CTBOTO U acKe3aTa ! B KpajlHa CMeTKa K'bM CIIACEHUETO.

TBKMO 3aTOBa CLIEHMYHATa C/IOKHOCT HAa IPOM3BENEHUETO He
OuBa fa ce pasbupa efUHCTBEHO KaTO JIOTMCTUYeH mpobneM. Ts mma
6orocnoscka u nepdopmarusHa PyHKIMA. PasnpeneneHnero Mexpay
loci u platea, Me>xxy 3eMHO ABIDKeHMe U HeOeCHa AVMCTAHINA, MEXIY
KOMUYHM MHTEPMeIVM U BUCOKA CBATOCT, IIPeBp’bIlja paMara B TPaH-
copmaTHBHO HpefcTaBIeHne. B TepMuHNTE Ha TO-K'bCHATA TeaTpaiHa
Teopusi Ts1 OM MOIJIa [ja MMa eCeHI[ManHa epUKACHOCT — e[{HOBPEMEHHO
fa 3abaBisBa, ja YeCTBa OOIIHOCTTA, la IPOMOBAABA, Ia IIpeobpassi-
Ba UJICHTMYHOCTTA U Jia JaBa jocTsl no cakpanHoro [SCHECHNER
2015]. CpenHOBEKOBHUAT ApaMaTypr efBa i e GopMy/Inpan ToBa Te-
OpeTUYHO, HO ApaMaTypruyHaTa ThKaH Ha IPOM3BENEHMETO IOKa3Ba
SICHO, Ye € MUCJIe]I TeaT’bpa KaTo CPEfICTBO 32 PEUTMO3HO Bb3/IECTBIE.
»VIrpara sa Mapus Marpannua“ ot Digby 133 e ToyHO TakbB IpuMep:
XMOpy/Ha, TPOCTPAHCTBEHO Pas3K/IIOHEeHa, MOJBIDKHA ¥ HacodeHa He
CaMo K'bM IIOKa3BaHe Ha CBATOCT, HO ¥ K'bM BbB/IMYaHe Ha Ty6/IMKara B
caMus IIPOIieC Ha JYXOBHO JIBVDKEHUeE.
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19. XPUCTUAHA CTOVIKOBA. MHTETPAIIMATA HA EMOIJMOHAJTHATA ...

JKMBOTA ¥ TBOPYECTBOTO . B Hes Toil mpencTaBs Ba)KHOCTTA Ha
OCBH3HABAHETO ¥ PETyIMpPAaHETO Ha eMOLMMTE Ha MY3MKaTHUSA
VSIBbIHNUTEN. [Ipu cbhyeTaBaHETO Ha €MOLMOHATHATA VIHTE/IMN-
TeHTHOCT C TOAXOJSIINTE [eAAarornyecKy IMOAXOM MOXKe fia ce
oz06py LSJIOCTHO MY3MKAaTHOCTTAa, MOTUBALMATA, HUBOTO Ha
cebenspasaBaHe U MOMEHTHTE Ha IIOTOK B OOYYEHMETO 110 JKa3
VMIIPOBU3AlMsl Ha MIafuTe apTuctu. Upes KyITUBMpaHe Ha
€MOIL[MIOHa/THA OCH3HATOCT U Ib160YMHa, cebepediexcns 1 Kpe-
aTMBHOCT, IIefJarO3NTe MOTAT fia IIOAKPEIAT o0ydaBalnuTe ce aa
OTKJIIOYAT aBTEHTUYHOTO CY MY3MKAa/IHO M3pa3siBaHe — OCHOBEH
npyHuun cnopen, Kynncu JI>xoyHc.

Kntouoeu oymu: obyueHue, ka3, MOTUBALA, eMOLVOHA/THA
VIHTENIUT€HTHOCT, TEOPUsTA Ha IIOTOKA

Abstract: This article explores the prospects of integrating emo-
tional intelligence and flow theory, drawing inspiration from the
life lessons and creative philosophy elucidated in Quincy Jones’
book ,,12 Notes: On Life and Creativity.“ In this book, the author
presents the importance of emotional awareness and regulation
for the musical performer. When combined with appropriate
pedagogical approaches, emotional intelligence has been shown
to improve overall musicianship, motivation, self-expression, and
flow moments in the training of young jazz improvisers. Accord-
ing to Quincy Jones, educators can support students in unlock-
ing their authentic musical expression by cultivating emotional
awareness and depth, self-reflection, and creativity.

Keywords: education, jazz, motivation, emotional intelligence,
flow theory

Kynucn JI>xoync (1933 - 2024) e enHa OT Hall-BIuATeTHNUTE (U-
TypU B ChbBpeMeHHaTa My3MKa — IIPOJYLIeHT, KOMIIO3UTOP, TPOMIIETICT,
apaHXXop ¥ AUPUTeHT. PaboTIsI e B Komabopauysi ¢ eHM OT Hali-IoMy-
JIpHUTE USII'BIHUTENN Ha CBETOBHATa My3MKalHa clieHa — Peit Yapiic,
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Maiinc Heiteuc, Kayur beiisu, ®pank Cunarpa, Majikbn JIXKeKCbH U
MHOTO JAPYTY IIONY/IAPHY VIMeHa. B kapuepaTa cu Toit MMa Jocer 1o 13-
I'BTHUTENN OT PA3TNYHNUTE TIOKOIEHVA U KaHPOBe, HO M3HAYATHO MY-
3UKAJTHUAT MY I'BT TP'BI'BA OT JKa3 My3MKaTa i CBUPEHEeTO Ha TPOMIIET,
3aTOBa VI CHBETHUTE ¥ OIMTHOCTTA, KOUTO CIIOfie/IA B KHUTATA ,12 HOTH:
OTHOCHO XXVMBOTA 1 TBOPYECTBOTO', Ca MPUIOKUMM 32 M/IAJJUTE MY3U-
KaHTH, 0COOEHO Te3N, KOUTO Ce 3aHMMaBaT C JyKa3. [XKOyHC cropens
CBOY JINYHY VICTOPUY U IPEXVBABAHNA OT PAHHOTO JIeTCTBO, KOUTO Ca
bopMMpany KUTECKIA My MUPOLJIE[ ¥ Ca TO T/IaCHA/IN Ja ce 00bpHe
K'bM TBOPYECTBOTO C €ffHa 0COOEHA eMOIIMIOHATHOCT ¥ yXOBHOCT.

B obyuennero mo mysuka, 0cO6HO TOBa MO MMIIPOBM3ALUA B
JiXKa3a, Te3U MAeN ca 0COOEHO MPUIOKUMM. JI)Ka3bT e MHTeTeKTyaTHa
MY3MKa, KOATO B ChbBPEMIETO HIU IpeJIosnara efHa 3abI6o4eHa Teo-
peTIYHa MOATOTOBKA, KOATO JlaBa COMMIHA OCHOBA Ha M/IAJIUTE MY3M-
kaHTH. Ho cBUpeHeTo Ha [[)ka3 He e caMO MHTENeKTyalHO yIpajkHe-
HIfe — TO € eMOLMIOHAJIeH [IUAJION, CIIOfe/IsIHe, BBTPEIIHa YCTONYMBOCT,
eMOIIMOHA/THa OCH3HATOCT I MHTYUTUBHO IIPUCHCTBYE. Bhpekn ToBa
B 00y4YeHMeTo MO My3MKa MAacOBO, BK/IIOUNTETHO B Bbarapus, akies-
TBT 1A/l BbPXY TEOPETUYHNUTE IIO3HAHNUA U TEXHIYECKaTa IPEIV3HOCT
Ha V3II'BTHUTEINTE ¥ TOBA YeCTO 3aCeHYBa 3HAUMMOCTTA Ha OCh3HaBa-
HETO, KOMYHMKMPAHETO 1 M3pa3sBaHETO HA eMOLMM Ype3 My3UKaTa, a
u oTBB] HesA. ToBa ce peynonara, Je ujjBa MHTYUTUBHO, a He TIPM BCe-
KJ MY3MKaHT e Taka.

CraryATa Ipejiara MHTerpanya Ha KOHIEIIMATA 33 eMOIVO-
Ha/IHA VHTEITUTEHTHOCT U TeOpMATAa Ha MOTOKA KAaTO IOATIOMAralli
cTparernu B 006y4eHMeTO IO VIMIPOBU3alLysA, 6asMpaHO Ha CHBETUTE
u ¢punocodpusara Ha Kyuncu [I>xoyHc, criofienienn B KHurara my. Upes
IpefCTaBeHNTe TEOPUIM U TIOC/IeBALINTE IPAKTUYECKY MTPEIOKEeHI
ce menm fia ce GOpMYIMpa eVH XOMUCTUYEeH MOJieN, KOMTO Jja OJIIO-
Mara popMUpaHeTO Ha M3PA3UTETHM, EMOIIMOHATHO MHTETUTEHTHY 13-
I'BIHUTE/IV UMIIPOBM3ATOPY, KOUTO Ype3 pasKpuBaHe Ha BBHTPEIIHMA
CHM CBAT Ja IpefaziaT HeoOXOAMaTa eHeprys Ha CTyLIaTelnTe CH, 3a Ja
HOCTHUTHAT Bb3/E/ICTBAIIIO M3II'b/IHEHNE.
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EMOIIVIOHAJTHATA UHTEJIMUTEHTHOCT KATO
VMHCTPYMEHT

Cropen Tonman (1995) [TOJIMAH 2011] emounoHnaaHaTa MHTe-
JINTEHTHOCT ce 6a3upa Ha eT OCHOBHY KOMIIOHEHTa:

1. eMOIVIOHA/THA CAMOOCH3HATOCT — II'BTHOLIEHHOTO BB3MpreMa-
He, pa3lio3HaBaHe I Ha30BaBaHe Ha COOCTBEHUTE eMOLINI;

2. yupaB/ieH1e Ha eMOLMNTE — KOHTPOABT M M3Pa3sBaHETO Ha
eMoLMuTe B afieKBaTHa popma;

3. MOTMBALVSI ¥ IPOJYKTUBHO MPUIOKEHVe Ha eMOLIMNTE — Ca-
MOKOHTPOJI'BT, OT/IATAHETO HA BH3HAIPAXK/JABAHETO U MOTUCKAHETO HA
VIMITYJICUBHOCTTA, CIIOCOOHOCT 3a ChCPEOTOYaBaHe HA Chb3HAHMETO;

4. eMnaTysi — pasdyuTaHe HA eMOLMUTE HA APYTUTE, YYBCTBUTEN-
HOCT 11 BB3IpHeMaHe Ha APYTY [TIeHN TOYKY, CIIOCOOHOCT 3a M3CTyII-
BaHe;

5. colmaaHy yMeHus — epeKTVBHA KOMYHUKAIVs, YMEHUs 3a
aHa/nM3 1 pasbupaHe Ha B3aVMOOTHOIIEHNSITA, KAKTO U paspelaBaHe
Ha KOHQ/IMKT ¥ BOJ€HE Ha IIPETOBOPIL.

YMmeHmeTo fa pasbupame, yIpasisgBaMe U U3pa3siBaMe acepTUB-
HO? eMOL[MOHATTHUTE CU CHCTOSIHMS, Ce€ CBBP3Ba C MO-Z0OpYU yMeHus
3a aanTanus, mo-[o6po akafgeMnyHO MpeCcTaBsiHe U TBOPYECTBO. B
KOHTEKCTa Ha MY3MKATHOTO oOpasoBaHye, 0COOEHO TOBA MO MMIIPO-
Bu3sauys, ymenusita 3a EV umat gupextHo npunoxenue. [Ipu passutu
YMEHV 3a CAMOpeTY/Iallyisl U pa3lio3HaBaHe HA eMOLIMNTE, USITbIIHUTE-
JINTE MOTAT Jia IPEBbPHAT CLIEHNYHATA TPECKA Y HAIIPEXXEHNETO TIPea
U3s1Ba B KOHIIEHTPUPAHA €HePrus, Ia OTAJaT He0OX0aMMaTa BaXKHOCT
Ha ChOTBETHOTO CHOMTIE U JIa HACOYAT EHEPIUsITA CU B U3II'BIIHEHUETO,
HACUTEHO C eMOILMOHATHOCT, C IieJT TO-TO/MSIMO BB3/IeICTBIE Ha MyO/IN-
kara. OCBeH B CIieHMYHA Cpefla, eMOLMOHATHOCTTA Ha MY3MKAHTUTE €
Ba)KHA B TBOPYECKNS MPOLIeC — MUC/IEHETO Ha TEKCTOBE HA IIECHM, Me-
JIONVYHY TMHUU 1 XapMOHMsI. KOrato M3IbTHUTENAT € OCh3HAT KAaKBO
€ TOBa, KOETO VICKA [Jja Ipeajie Ha CBOMTE CTYLIATENIN, TOIl MOXKe ChB-
CeM CB3HATETHO Ja MOTHPCU MY3UKATHOTO M300paskeHne, C KOeTo Aa
IpeACTaBM M M3Pasy ACHO CBOATA Mpes mpey crymarenure. Couuan-

3 TepMI/IH OT NICUXOTIOTUATA — ACHO M NMPEKTHO, HO YBAXXUTETHO KbM [PYIUTE
n3pa3sAaBaHe HA IMYHO MHEHNE, HY>XXAU U JKETaHWA.
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HUTe YMeHNs ca KII0YOBM B aHCAMOIOBOTO B3aMIMOJIE/ICTBIE, KAaKTO B
peneTULMOHHMS IIPOLieC, TaKa 1 Ha CIieHa — CIIOCOOHOCTTa MY3MKaH-
TUTE J1a Ce ,,‘IY}IT“ noMexpy cu. Passurnero Ha ymenns sa EV ynecHasa
KOMYHMKALMATA MEXAY U3I'BIHUTENNATE, KAKTO U MEX/Y TIefJarosuTe 1
TeXHNTE 00ydaeMu.

VscnepBanero ,Mysuka u emouns* [JUSLIN, SLOBODA: 2010]
IIOKa3Ba, Ye eMOLMOHA/THATa KOMIIETEHTHOCT € 1 MYy3UKajieH (akTop
OCBeH COILMaJIeH, Thil KaTo MY3MKaHTUTE, KOUTO OCh3HABaT COOCTBe-
HUTE CY eMOLUM, Ca MO-CIIOCOOHM fla I KOMYHMKMPAT Ype3 Homoop
Ha TNOAXOAALINTe MYy3UKaaHM efeMeHTH. Ille BK/IIOYa CHHTE3MPaHO
MY3UKa/THITE elleMEeHTI, KOUTO Hail-4eCTO Ce CBBP3BAT C OIPeJieieHO
€MOL[MOHA/THO CBCTOSIHME, MIPEACTaBeHN B M3C/efABaHeTo Ha Juslin u
Sloboda, ¢ Ba)kHO yTO4YHeHMe — TOBa, KOETO KOMIIO3UTOPBT/U3II'bIHNU-
TeIAT UCKa [ja U3pasy Ype3 MysMKaTa Cu, He € 38/ b/DKUTETHO Ja IIPUC-
TUTHE CbC CBIUA eMOLVOHA/eH 3apAf o caymarenute. CrymaTenn-
Te MMAT CBOOOMATA [a Bb3MPUEMAT KAKBATO U Jja € eMOLUs OT [aJieHO
MY3UKa/THO TIPOU3BEMieHNe, I CyOEKTBHOTO UM NPEXMBIBAHE OCTaBa
Ba/INIHO, OPY U 1a € B pa3pes C TOBA, KOETO aBTOP'BT/V3IIBITHUTEIAT €
MCKaJI [1a TIpefaje.

[IpexxuBsBaHeTO Ha padocm B My3MKaTa ce CBBP3Ba C MO-ObP30
TEMIIO (C MajIKa IIPOMEH/IMBOCT), MaXKOPEH /IaJf, IPOCTA 1 KOHCOHAHTHA
XapMOHUSI, JIECHO 3aMIOMHSIIIA Ce U TIOBTapsIIa e MeJIOAs, CPefHO [0
CUJTHO JVIHAMMYHO (aMITIMTYZA) C MajlKa IPOMEH/INBOCT, I/IABEH PU-
TBM, TOHOBE OT BUCOKUSI PETVCTBP, INPOK TOHAJIEH [UATIa30H, U3II0/3-
BaHe Ha KOHCOHAHTHM VIHTEPBa/IM KaTO YMCTY KBAPTYU U KBUHTH, KAKTO
¥ TIO-4eCT ¥ PsA3BK KOHTPACT MEXAY ABATY ¥ KPATKM HOTHL.

Twveama ce cBbp3Ba ¢ GABHO TEMIIO, MUHODPEH J1aJ], AVCOHAHCH,
HUCKO JHAMUYHO HUBO (TMXa JMHAMIKA) C MaJIKa IIPOMEH/IMBOCT, Ma-
JTbK TOHAJIEH [{Mala30H, U3I0/I3BaHe Ha I10-MAJIKM HTEPBAIN, HUCHK
perucrop.

I'neswm 6 MOT'BII fia Ce M3Pa3y MY3UKAIHO Ype3 6Bp30 TeMIlo (¢
MaJIKa IPOMEH/IMBOCT), MUHOPEH JIaJl, AVICOHAHC (4eCTO OIMCBAll Ha-
Ipe>XeHue), CUTHO AVHAMMYHO HMBO Ha 3BYKa (BMCOKA aMIUIUTY[Q),
IIMPOK TOHAJIEH [MANa3OH, M3I0/I3BaHe HAa AMCOHAHTHU MHTEPBaIN
KaTo yBe/lM4YeHa KBapTa U TolsiMa cenTuMa (B MUHOpPHA XapMOHU),
CTaKaTo apTUKY/IAlys, BHE3allHM IPOMEHM B PUTBMA M OCTPU KOH-
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TPACTHU MOMEHTY MEX[Y KPaTKI 1 I B/ITY HOTIL.

Cmpaxwm ce CBBp3Ba C 6BP30 TEMIIO U TOJIsIMA IIPOMEH/INBOCT B
TEMIIOTO, JVICOHAHCY, MIHOPEH JIaJj, HUCKO AMHAMMYHO HMBO Ha 3BYKa,
HO C TO/IsIMa U TIOHSIKOTA BHE3AIHA TPOMEH/TMBOCT B IUHAMMKATA, LIV-
POK TOHAJIeH [MAIa30H ¥ KOHTPACT, IPOAB/DKUTE/THN [1ay3H, IPOMEH-
JIVB ¥ KOHTPACTeH PUTBM.

Mexoma, monnuna u 4yscmso 3a Kom@popm ce CBbp3BaT ¢ OaB-
HO TEMIIO, Hall-4eCTO Ma>kOpeH J1afl, KOHCOHAHC, YMEPEHO IMHAMIYHO
HVMBO Ha 3BYKa C MajiKa Bapyalysi, HUCHK PETUCTBP, /IEraTo, IJIaBeH
KOHTPACT MeXJly KPaTKy ¥ I'BITYM HOTY M aKLeHTMPaHe BBbPXY yCTON-
YUBUTE CTEIIEHN Ha JIaJia.

YacT OT My3MKaJHUTE €IeMEHTU Ca 3ajIoKeHU B TBopbara OT
KOMIIO3UTOPA ¥ Te 3a/laBaT OCHOBHATA MJesl 3a TOBA, KOETO TOIl MCKa
na npenane. OCTaHAZIOTO € B pblleTe Ha U3II'BIHUTENsS, KOWTO 4pe3
€JIEMEHTY B U3II'BIIHEHMETO MOXKe Jja HabJjierHe WM Ja CMEKYM HAKOU
MY3UKa/IHI MOMEHTH CIIOPeJ; CBOETO BBTPELIHO ycelaHe. TperaTa nH-
TepIpeTanyus e Tasu Ha MyO/IMKara, KOsITO OCTaBa CTPOTrO CyOeKTMBHA
U Ba/IMHA.

Kyuncu J[>KOyHC 4ecTo crioMeHaBa 3HAYMMOCTTA Ha eMOLIMUTE B
MY3UKaTHM TIPOLieC, KaTo CIIOAe/sl CBOs JIMYeH OIUT C TOBAa B KHUTa-
Ta cnt: ,Makap 4e MOUTe CTPaJjaHMs U THSB OsXa MCTVHCKU U HETOJI-
IpaBeHM, a3 OCh3HAX KOJKO BaXKHO € [ja He I'M 3abp)KaM B cebe cn',
»A3 CbM HEBEPOSTHO IIACT/IVB JIa TOCTUIHA OCh3HABAHETO, Ye HoIKaTa
MMa I7IaC ¥ 4e MY3MKaTa e HauMHBT 3a OATCTBO OT MOSTa COOCTBEHA.
Cera ¥MaM 4yBCTBOTO, 4Ye Ts1 BUHATH € O1/Ia HAK'b/Ie A'BIO0KO B MeH; a3
IpoCTo TpsAbBallle fja A 3aXpaHBaM U jja U 1o3BossA ga rosopu [[12KO-
YHC: 2022].

Toit pasriexpa TBOPYECTBOTO KaTO €VMH [YXOBEH IPOIleC 1
HOPUHIUIINTE, KOUTO CIIOfIe/Isi B KHUTATa CY, MOTaT fa O'b/jaT Ipuioxe-
HU B 00y4eHMeTO 110 fI>Ka3 nuaHo. Hskou oT HerosuTe ChBETU ca Mja-
[uTe MYSUKAHTY Aa ObJaT ,BeIHM CTYHEHTH , ja ObAAT MOOOIUTHY 1
Y4YEeHONMIO0MBY, [ja TTOAAbP)KAT 3HAHMATA U MY3UKATHUTE CY IHTepecu
akTyanHu. ChIo ChBETBA apTUCTHTE fla IPOSIBSABAT CBOSITA aBTEHTUY-
HOCT, 11 TOfYepTaBa 3HAYEHNETO Ha TMYHATA eMOLIVIOHATHA OCB3HATOCT
n cebenosHanre. HacbpyaBa Mymamnre Ja pasBUAT CBOE COOCTBEHO
3BydeHe 1 (ppasupaHe, B HAUAJIOTO JOPYU Ype3 MMUTALVA Ha CTU/IA Ha
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HOMY/ISAPHU apTUCTHU. [[PKOYHC CBILO Y€CTO CIIOfeIs, Y€ IPOBANNTE Ca
9acT OT TBOPUYECKUS IIPOLeC 1 4e OT TSAX TOJ € Haydy/I MHOTO IOBede,
OTKOJIKOTO OT YCIIeX!Te C. B Iejarornyecky KOHTEKCT TOBA MOXKe Aa
Obfie CPOTHECEHO KBM T.Hap. growth mindset — KOHIIENIMATA, B KOATO
TPELIKNUTe Ce PA3IIeX/aT KaTo MHpopManys 1 MHAMKATOP 3a Hello, a
He karo Heycnex [DWECK: 2006].

TEOPUATA HA IIOTOKA B I1OJI3A HA
TBOPYECKUA MY3UKAIJIEH ITPOLIEC

Muxait YnkceHTMMUXai* BbBEX/Ia KOHIENIMATA 3a TOTOKA IIPe3
1990T. 1 1 onucBa MO claegHUA HAaYuH: ,,II0TOK e chcTOAHMETO, IpU
KOETO YOBEK € TaKa IIOTOIIeH B 3aHMMAHMUETO CI, Ye CSKalll HUIIO Jpy-
rO HsIMa 3HA4YeHIe; CAMOTO MPEXMBsIBaHe TOCTABS TaKaBa HAC/IAJA, Y€
YOBEK € TOTOB Jja II0JIOXKM OTPOMHM YCVINS IIPOCTO 32 fIa IO U3INUTA OT-
HOBO" [CSIKSZENTMIHALYTI: 1990]. IIcuxonorer ycraHOBsBa, Ye He-
3aBICUMO OT KY/ITYypaTa, 00pa3oBaHMETO ¥ COLMATHNSA CTaTyC Ha MH-
AMBUVTE Ce HAOMIONABAT [IeBeT YHIBEPCATHY YCIOBUS, KOUTO TpsibBa
fla ca HajIuIle 3a IOCTUTaHe Ha ChCTOSHMETO MoToK. Ille mpumoMHuUM
BCSIKO eHO OT TAX nootnendo [ATHAKMEB: 2016]:

1. HaIMYMEeTO HA SICHU L[eJIV 32 BCEKM €TAIl OT IPOLIECa;

2. HemocpeCTBeHa OOpaTHA BPb3Ka OT AEMCTBUATA M PA3MO3Ha-
BaHe Ha ycIiexa oT paborara;

3. mo6puAT 6aaHC MEXAY MpefU3BUKATe/ICTBATA U YMEHUATA —
IPeiM3BUKATE/ICTBOTO B IEVICTBMETO € Ga/laHCUPAHO — He € IPeKaIeHO
TPYAHO, 3a [ja HAIIpaBM M3II'BIHUTETISI TPEBOXKEH U (PPyCTpUpaH, HO 1
He e TBBPJie JIECHO, KOEeTO O JOBEJIO 10 CKYKa;

4. KOHIIEHTPALMATA U CHCPEFOTOYEHOCTTA IOYTH HEYCETHO OTH-
BaT B IIOCOKA Ha IEICTBIETO, @ He B CTPAHNYHY HEIl[a;

5. pasceliBaHeTO e M3K/IIOYEHO, 3alI0TO By yMa OT YCeIlaHeTO
3a IIOTOK 1 yAOBJIeTBOpeHue — ,,[Ipu ycioBue, ye My3UKaHTBT CY MUCTIN
3a COOCTBEHOTO 3 paBe 1y 3a GMHAHCOBUTE CY IIPOO/IEMI JOKATO CBU-
P, TOJ BEPOATHO IIie U3CBUPY (a/lmBa HOTA.

4 TIpodecop Mo NCUXOMOTKsL OT YHIAPCKY POUSXOJ, AeKaH Ha YMKarckus yHu-
BepcuTeT. Bozel n3cieoBaTes CbC 3HAYMMIU HAYYHM U3CTEABaHMsA B 00/IacTTa
Ha IO3WUTUBHATA IICUXOJIOTHA.
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6. CTPax’pT OT IIPOBAJI He € AKTYaJIeH, 3alIl0TO B ChCTOSTHME Ha I10-
TOK I[e/ITa Ha IIpolieca e SICHA, a YMEHNUATA ca afleKBaTHM 3a CIIPaBsiHe C
HpefiM3BUKATE/ICTBATA;

7. 3ary6a Ha pe¢IeKCHBHO caMOCh3HaHNe — BpPeMEHHa ,,caMo3a-
OpaBa“, B KOSITO 3aHMMaHMETO TOI/TbIIA [[S/IOTO BHUMaHMe Ha MHN-
BUJIA;

8. 4yBCTBOTO 3a BpeMe Ce M3KPUBsBA I YCeIJaHeTO MOXKe fia e, 4e
JacoBeTe OT/INTAT KaTO MUHYTYU VJIM IPOTUBOIIOTIOKHOTO, B 3aBUCH-
MOCT OT JIeIIHOCTTa;

9. [leltHOCTTa CTaBa aBTOTENMYHA (I'P. CAMOUENHA) — HE € 3abIl-
JKUTEJTHO Jla MMa KOHKpeTHa IPUYMHA, KOSITO Hajlara PakTUKyBaHETO
Ha [IeTHOCTTA, OCBEH IPUATHOTO IPEKMBSIBAHE.

B m>xa3bT TOBa ChCTOSIHME HA IIOTOK Ce IIPOSIBSBA, KOTaTO MIMIIPO-
BU3ALMATA IPOTUYA CIIOHTAHHO, 6€3 HATIPe)KeHe, a UIENTe Ce Pa3BM-
BAT I10 eCTeCTBEH II'bT. B 06ydyeHMeTo mpenofaBarennTe ceiBa ia OCU-
TypST TaKaBa [efjarornyecka Cpesia, B KOATO CTYIEHTHTE [ja IIOCTUIHAT
OajaHc MeXly Ipeu3BUKBaHe Ha cebe CU OTBBJ Bb3MOXKHOCTUTE, HO
¥ M30/I3BaHe Ha VTPajileHITe O MOMEHTa yMeHMs1. balmaHChT e BaxkeH,
T'Bi1 KaTO IIPeKajIeHO TPYAHUTE 3a/ja4di IPEU3BUKBAT CTPECOB OTTOBOP
Y TPEBOXKHOCT, a IIPEKA/IeHO JIECHUTE — CKyKa U alaTusl.

OcBeH B MHAMBUIyaTHATa paboTa, n3cnefBanuATa Ha MacDonald
et al. [2006] u Biasutti [2015] nmoka3Bat, 4e HOTOKBT MOXe Ia O'bfie mpe-
JKVBSTH KOJIEKTYBHO, aHCaM6/10B0. MOMEHTHTE, B KOUTO 1is1/Ia My3UKaI-
Ha Tpyma, KOSTO paboTu 3aefHO, IPEXNBSIBA KONMEKTUBHO BIbXHOBeE-
HU€e 1 Y[IOBIETBOPEHMEe OT MY3MKa/IHNUA IpolieC, Bb3HUKBAT B aTMOC-
(depa Ha oBepue U BB3MOXXHOCT 3a CIIOfie/isiHe. TOBa Mpearnoiara, 1e
HeIarOrMYeCcKMTe METOIM OCBEH MY3MKA/IHO CJIefiBa Jla ce TPYDKAT U 3a
IICHXOJ/IOTMYEeCK NS K/IMMAT B IPyIIaTa.

B xHurata cu Kymncn JIkoyHc 4ecTo criomMeHaBa KOJIKO € HeoO-
XOAVMO MJIaZiiTe MY3MKAHTX Ja 6bJaT M0O0ONNTHM KBM MY3UKaTHNS
IpOLieC ¥ Pa3BUTHETO Ha YMEHMATA CH, [ja THPCAT CBOETO AaBTEHTUIHO
3By4eHe, Jla Ce NOTOIAT HAII'BIHO, Ia TBPCST, U3Y4aBaT M PasIIeXXaaT
KakK /ja PasiiupsAT CBOUTE MY3MKaTHU XOPM3OHTHU. Tesu BB3IIean, [0
kouTo KymHcy e focTurHa 4pes AbIrOrOAMIIHNA CU OIIUT ChBCEM MH-
TYUTHBHO, HAII'B/THO PE3OHMPAT C TeopusiTa 3a moroka. Camara Teopus
00sICHSIBa KaK II0-JIECHO Jia Ce IOCTUTHE TO3M IPOLieC Ha II'BIHO ,[0Ta-
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Is1He", @ PEJOBHOTO M IIPAaKTUKYBaHe CJIefiBa Ia Hay4y MY3MKaHTUTE fia
BJIV3aT B IIOTOK BCe IIO-JIECHO ¥ HEYCEeTHO, HO OCh3HATO.

METATOTMYECKU IPUIOXKEHMS HA
TEOPUUTE B MY3UKAJTHO-OBYYUTETHUS
ITPOIIEC

VuTerpupanero Ha yMeHusA 3a €MOLVIOHA/IHA MHTENUTEHTHOCT,
IO Ce OTHACH JI0 MY3UKaTa, MOXKe JIa Ce BbBefie IOl pasInyHy popmu u
npakTuku. Hampumep:

e My3UKa/IeH aHa/II3 Ha Ipon3BefieHne ¢ POKyC BbPXY eMOLO-
HaJIHMA XapaKTep Ha pelepTroapa U ICUXOIOIMYECKOTO Bb3-
IeJICTBYE OT pa3IMYHUTEe KOMIIO3UTOPCKM PeIIeHMNS];

e JMIIPOBM3ALMA IO JafjeHa eMOLMOHATHA TeMa — M3pas3siBaHe
Ha Becesiue, TOIUIVMHA, Thra, THAB, CIIOKOMCTBYE — KaKBY U3pas3-
HI CpeficTBa O1Xa OM/IM IOfXOALIN;

o pedIeKCMBHM AMUCKYCUM — CTYHEHTUTE CIOENAT KaKBO ca
YyBCTBA/IN 10 BpeMe Ha M3IIbIHEHNe, KaK IIpeflaBaT TOBa 4yB-
CTBO IIpe3 3BYYEHETO UM.

[Tono6HM NpakTUKM M3TPaXKAAT eMOLMOHA/NHA I'PaMOTHOCT M

yMeHMA 32 MY3MKa/THO MIIC/IeHe IIpe3 eMOLIVIM U YYBCTBa.

Jpyru npaKTUKY, KOUTO IENAaro3uUTe MOraT fla M3IOJ3BaT, 3a Jja

HacbpyaT CbCTOSHMA Ha IIOTOK, Ca:

e Cb3flaBaHe Ha I'bBKaBa CTPYKTYpa Ha ypoLuTe — pefyBaHe Ha
TeXHIYECKN U MHTYUTVBHMU 3a/jadl, KOETO Jla OKYpaky Kpea-
TUBHUTE YMEHUs Ha CTYJeHTUTE;

® VIMIIPOBM3AI[MOHHY Mano3u (MeXAY CTY[AEHT U IpenojaBa-
TeJ, VI CaMO MEXZy CTY[IeHTH), IpU KOUTO aKLEHTBT Ja €
BBPXY C/IYIIAHETO U ,0TTOBAPSAHETO , @ He TOJIKOBA BBPXY TeX-
HIYeCKaTa 4acT;

® OCDb3HATA IIOATOTOBKA IIpeNY U3II'b/IHEHME — KPATKO JMXATETHO
yIIpa>kHeHIe 32 KOHLIEHTPALUsI U TeJleCHa OCh3HATOCT, CIIOpe
HY’)K/JJaTa Ha CTYJ€HTa, KOETO Jja CIIOMOTHe 3a (OKYC, CIIOKOI-
CTBMeE I HACOYBAHE HA €HEePruATa KbM MY3MKA/THOTO U3II'b/IHE-
HIe.
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Bce moBeue n3ciegBaHns II0Ka3BaT, 4€ IIpe€ABapuUTEIHAaTa MEH-
Ta/IHA IIOATOTOBKA N C€6€p€q)H€KCI/IHTa Ca HE II0O-MaJIKO K/IH4YOBM 3a
CTaOM/THOCTTA U YBEPEHOCTTA IIpU U3ITI'BTHEHME, KOJIKOTO U CaMaTa T€X-
HMYECKa 1 MYy3JKa/IHa IIOATOTOBKaA.

B 3akmroyenme: npujaraHeTo Ha TEOPMATA 32 EMOLMOHA/IHA VH-
TEIMTEHTHOCT ¥ Ta3M 3a IOTOK B Iefjarornyeckara IMpaKTUKa Ou Mor-
710 Jla TIOAIIOMOTHE PasBUTUETO Ha M/IaJi¥ My3UKaHTH, KOUTO HE CaMO
MIO3HABAT J[)Ka3a U TO Bb3IPOU3BEX/IAT, HO U XUBEAT U U3pas3sABaT He-
roeata chIfHOCT. Punocodusara Ha Kymncu JIKoyHc, B cbhyeTaHMe C
TeOpUMTE OT 00TaCTTa Ha NICUXONOTMATA, IPEJIJIaraT eHa Bb3MOKHOCT
3a OChbBPEMeHABaHe Ha O0yYeHMeTO IO JpKa3. Td IOoCTaBsA aKIeHTBT
BBPXY YOBELIKOTO M3MEPEHME Ha My3MKaTa — BbPXY YyBCTBAHETO, Cb3-
HaBaHETO, MYSUI[MPAHETO U BPb3KaTa MEXJY USI'BIHUTEN U 3BYK. 3a
ObIrapckara MysyKaHa Iefjarorndecka NpakTiKa ToBa O3HayaBa effHo
HOBO IIPEOCMUC/IAAHE Ha IpoIieca — OT CTPOT aKLEHT BBPXY TeXHuJe-
CKITE U MY3MKa/THU TIO3HAHNA, KbM MHTETPUPAHe U Ha eMOLIMOHA/THA-
Ta I'bN100YMHA, KPeaTMBHOCT U CIIEHNYHO IpyuchcTBue. I1o To3u HaunH
00yu4eHneTo o My3NKa ce IPeBpPbIIla He IIPOCTO B My3UKaTHO 06paso-
BaHe, a ¥ BbB Bb3IUTAHME HA TMYHOCTTA HA CTY/IEHTUTE YPe3 My3MKa.
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JOHANNES BRAHMS YPE3
BUKTOPUA BACUAEHKO, PYMEH
LBETKOB 1 AAEKCAHABP COMOB.
KAAPUHET WAV BUOAA?

SBOP KOHOB!

JOHANNES BRAHMS THROUGH VIKTORIA VASSILENKO,
RUMEN TSVETKOV AND ALEXANDER SOMOV.
CLARINET OR VIOLA?

YAVOR KONOV?

Pe3stome: TlpencraBsam KaMepHUS KOHIEPT ,,bpamc B Tpu n3me-
perns“ ¢ TBop6u Ha Moxanec Bpamc B usmbineHne Ha Pymen
IIBeTkoB (Buona), Anexcangbp ComoB (Buononveno) u Bukro-
pust Bacuenko (mmaHo), cbetosin ce B Codus B KaMepHa 3ana
»bbarapusa“ Ha 8 oxkromBpu 2025r1. VIsmbnHeHute BpamcoBn
tBOp6uU CoHara Ne 1 3a knapuHeT (Buona) u nuaHo (om. 120), Co-
HaTa Ne 2 3a BuojIoH4eno 1 muaHo (om. 99) u Tpuo 3a ki1apuHer,
BMOJIOHYETIO ¥ MuaHo (Bepcyus 3a Buona) (om. 114). I[Tpexcrapsam
MUaHKCTKaTa BukTopus BacuieHKo, KOATO CBUPH 1 B TPUTE OII-
yca — ¥ IIOHEeXe B ,IIporpaMara‘ KbM KOHIIEpPTa HsIMallle HUIIO
3a TBOpOuUTe Ha Bpamc, mpoyunx ncTopusTa Ha Ch3AaBaHETO UM,

Asop KoHnos, 1-p, 1.H., e mpodecop B AemapraMeHT ,Mysuka“ Ha Hos 6birap-
cxn yuusepcutet B Codust. E-mail: yavor_konov@abv.bg

Yavor Konov, PhD, ScD is a full professor in the Department of Music at the
New Bulgarian University in Sofia. E-mail: yavor_konov@abv.bg
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o6pbIaHeTo Ha BpaMc K'bM KIapuHeTa, ChIIOCTABMX 3BY4EHETO
MY C ,a/lITepHATUBHATA" BUOJIA.

Knmwouosu oymu: Johannes Brahms, Buxrtopus Bacunenxo, Py-
MeH IIBetkoB, Anekcannbp COMOB, KaMepHa MYy3HKa, IMAHO,
K/IapMHET, BUOJIA

Abstract: The chamber concert ,,Brahms in Three Dimensions®
is hereby presented, featuring works by Johannes Brahms,
performed by Rumen Tsvetkov (viola), Alexander Somov (cello),
and Viktoria Vasilenko (piano). The concert was held in Sofia at
the Chamber Hall ,,Bulgaria“ on 8 October 2025. The performed
Brahms works included Sonata No. 1 for Clarinet (Viola) and
Piano, Op. 120, Sonata No. 2 for Cello and Piano, Op. 99, and
Trio for Clarinet, Cello, and Piano (version for viola), Op. 114.
The following presentation will introduce the pianist Viktoria
Vassilenko, who performed in all three pieces. As the concert
programme did not include any information about Brahms’
works, a research study was conducted into the history of their
creation, Brahms' turn to the clarinet, and a comparison was
made between its sound and the ,,alternative” viola.

Keywords: Johannes Brahms, Viktoria Vassilenko, Rumen
Tsvetkov, Alexander Somov, chamber music, piano, clarinet, viola

»DpaMc B Tpu M3MepeHMs — Taka 6e HapedeH KOHLEPTHT, KOWTO
ce cpcros B Codus B kaMepHa 3ana ,,bbiarapus” B cpsifia, 8 OKTOMBpK
2025 1., ot 19:00 4. KoHnept ot nopenuuara ,,Mysukaaau BTOpHUI 3:
»EIMH OT Hali-IPeCTIDKHNUTE U eMOIeMaTHIHN LMK/IY 332 KaMepHa My-
3uka’, ,,C nopkpenara Ha CronnyHa o6muHa — KajeHgap Ha Ky/ITypHU-
te cpouTus’, Crnucanne ,,Apt ITanopama®, IIMH-2000 EOQ]I, ®UNTC,
Codmitcka dpunxapMoHusA" — mpemnmcax BCUYKO OT aduina, 3a Ia CbM
KOpPeKTeH KbM opraHusaropure. [lonpenncsam 1 AesiTETHO MOxe Ou
Hail-Ba)KHOTO: ,,KoHIIepT®T e mox maTpoHaka Ha r-H Hukonmait Byky-

3 Makap 1 ChCTOSII C€ B... CPsI/Ia; HALLIEHCKNTE HEla. ..
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pemyes”. He ro mosHaBam. OT 0cBeZloOMeH NPUCHCTBALL B TyO/IMKara
M1 6e Ka3aHoO, 4e TOBA € HEM/IA[IUAT TOCIIOAMH C KOCTIOM, CbC ChBCEM
CKPOMEH BUJ| BbB BCAKO €JHO OTHOLIEHME, KOVITO Cefiellle Ha ITbpBUA
pen — Ipep KlaBMaTypara Ha posiia, Taka ja ce kaxe. Kasano mu Ge
ome, 6e3 fa mutam, de r-H H. Bykypemmes xuseen B bon n 6un o6e3-
neunn puHaHCOBO KoHLepTa. IlloM e Taka, Ka3ax Ccu Ha CBOI pefl, 13-
PUUHO IIje TO TIO3[paBs 3a TOBA O/1arofesiHue Ciefl KOHLepTa — 3a TOBA,
Je OrarofapeHye Ha Hero, 6larofgapeHye Ha My3MKaHTUTe U 6maropa-
penne Ha V. Bpamc, pasbupa ce, nMaxme Bb3MOXKHOCTTA U Y/IOBOJICT-
BUETO JIa CBHIIPEeXMBEEM Ta3) XybaBa My3MKa B Ta3U MaiiCTOPCKA MH-
TepripeTanus 1 ja 6'p/ieM Ha TO3M YyfieceH KOHIIepT. Taka U HalpaBux,
HO3/IpaBUX ro — 6e XyOaB KpaTbK PasroBop.

KoHLIepTbT HauCTMHA MUHA Ha MHOTO BMCOKO HJBO, MY3MKaTa
IpeKpacHa, ¥ TpUMaTa M3II'BIHUTE/IN Ca IoBeYe OT BIIeYaT/IsABAIU 1
ny6nukara 6e macTaMBa 1 671arogapHa. 3aToBa MCKaM Ja CIOfeNA BIle-
YaT/IeHNsI.

Ha xoHuepra Me nokanu Bukropus Bacunenko, 6marogapeH cbm
¥ 32 TOBA.

Ha Bnmsane B 3amata Mu jajjoxa ,nmporpama‘ (KakTo MM Kasaxa,
HOJHACAVKM MU JBaTa HeCBBP3aHU elMH 3a APYT JIUCTA [ABYCTPaHHA
yepHO-0s1/1a IIpUHTep pasmedyarka Ha oduc xapTus ¢popmar A4, camo
crpHaty — 4 crpaHuny ¢opmar A5). 3a MOsI M3HEHAJa, B ,IIporpama-
Ta“ BUJIAX €AVHCTBEHO 1 CAaMO TBOPYECKM 6yorpadui B XpOHOIOTUS 32
TpUMaTa M3IIBAHUTENN. 32 bpaMc — HUIO OCBEH eJHONMHETHUTE 3a-
IJIaBUsI Ha TPUTE HETOBM TBOPOM, BK/IIOYEHM B ,IIporpaMara‘ Ha KOH-
epTa, fopu 1 6e3 yactute M. Ta 10 Ta3u IpUYNHA — HUIIOTO 3a TBOP-
6ute B ,liporpamara“ ¥ MsICTOTO MM B >KMBOTa Ha Bpamc — cu HanpaBux
COOCTBEHO MpoOy4YBaHe 3a TAX? U ce MOMyUM TO3M U U3C/IeTOBATENCK,

4 Cobpax nH(OpMAIVOHEH ,Ib3eM" 3a UCTOPUATA Ha CH3IABAHETO Ha TBOP-
OuTe — IPEIUMHO OT JOCTBIIHM B MHTEPHET, HO JOCTOBEpHM M3TOYHMIN. ITo-
ACHABAM, 4Ye OTJaBHA Beue CUMTAM CTATUM B YUKUIEAMA — 0COOEHO Te3M Ha
OCHOBHUTE €3MIM 3a CHOTBETHNUTE KYITYPHU — M OCOOEHO aHINHUIICKATa — 33,
KaTo L5110, MH(POPMALMOHHO JOCTOBEPHM, 3AIOTO Ca IOf ,KPBCTOCAHM"
KOHTPOJI Ha KOMIIETEHTHI YMTATE/N OT LNl CBAT. A JOCTOBEPHOCTTA UM Ce
HOTBBPIK/IaBa I TPV MHOXXECTBEHOTO ,KPCTOCAHOTO HAC/arBaHe Ha pas/ind-
HITE B3aVIMOCBDbP3aHN CTATUM U IPYIY MAaTE€PpUAJIN 110 TeMaTa I CbCTAaBHUTE n
Ipo6IeMu.
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¥ KOMEHTapHO-KOMIIapaTUBEeH 3a MHCTPYMEHTHUTE K/IApVHET U BUOJIA
TEKCT, 3aMIUC/IEH IT'bPBOHAYA/THO CaMO KaTo OT3UB 3a KOHIlepTa. VI cTaHa
JIOK/IaJl B Hay4Ha KOH(pepeHI .

Hsima fa ce BiyckaMm B moppo6HOCTH 1O Gunorpaduute Ha Te3n
M3BECTHM y HAC ¥l HA MHOTO MeCTa I10 CBeTa U3II'b/IHUTENN — Bukropus
Bacunenko (nmmaHo), Pymen llBetkos (Bmoma) m Anexkcangbp ComoB
(BMOIOHYENO), B MHTEPHET MMa OoOMIHA MH(OPMALM 3a TAX Ha pas-
JVYHY caiiToBe. VI TpuMata ca B 0011 K/1ac BUCOKO MaiiCTOPCTBO (TeX-
HIYECKY, MHTEPIPETALMOHHO, APTUCTUYHO 1 KAaTO CLieHWYEH Tearnp,
aKO Cu M03BOJIsI MOKOOHY 06001eHsT). ChlilieBpeMEHHO ca ¥ MHOTO
pasIMYHM KaTo HaToOpen. PasinyHu, HO ,BCBMPEHM B MHOTO OOBP
aHCaMO'BJI, IPOMEH/IUB CIIOpeN TBOPOUTE (BMOJIA M IMAHO; BUOIOHYENIO
¥ IIMAHO; BUOJIA, BUOIOHYENIO 1 MMaHo). [Ipu ToBa mpepnonaram, e He
ca MMaju ronmsaM 6poit permeTuium. A 1 ako He rpeira, Bukropus Ba-
CMJIEHKO B MHOTO KPaT'bK CPOK, ,I'bCTO BbB BPEMETO € Hayuua Te3u 3
TpyAHU BpaMcoBy TBOPOU — TPYAHM ¥ TEXHUYIECKM, ¥ SIT'BIHUTEICK,
M aHCaMOJIOBO, KOETO CBIIO € TONAMO M3NNUTaHMe U MpodecuoHamHO
HOCTIDKEHNeE.

U1 monexxe Buxropusi cBupele B KOHI[epTa OT Kpail O Kpail — u
B TpUTe TBOPOM — Ta Oe HeIPeK'bCHATO Ha CIIEHATa M B TO3U CMUCHI U
M3Hece Iisi/1aTa TeXXeCT Ha KOHILlepTa, OM/IeNiKM U CUTYpHATa OIopa Ha
[pyTUTeE BaMa U3II'B/IHUTE/IN, OT3VBHO aKIIEHTBT B TEKCTAa MM 1Ie Maj-
He BBPXY Hes. A IPOy4YBATeNHO — BBPXY IpPUUYMHATA Ha [MOsiBaTa Ha
MHTepeca KbM KiapuHera y Voxanec Bpamc, pecr. Ha TBop6uTe My 3a
K/IapUHeT 1 Ha Bb3MOXXHOCTTA Jja O'bJaT M3II'bIHABAHM QITEPHATUBHO C
BIOJIa, BMECTO C K/IApMHET, U Ha IIpelleHKaTa MU 3a TOBa.

BuxTopusa BacuneHKO € MHOTOCTPaHHO IUKOJYBaHa M ILIIN-
¢doBaHa MMAHMCTKA HA MHOTO ¥ HAl-JOOpU MecTa y Hac U B 4y>kKOuHa
(mpu Anronuna bonesa u Crena [Jumurposa y Hac, B benrapus, npn
Omutpuit bamknpos B konexa ,Kpanuna Codusa“ 8 Magpup n Kna-
BUpHa akafemus ,,JIaro ju Komo® B Vranus, npu bosiu Bogennvapos B
MysukanHata akafiemus B bprokcern, npu Jlyu Jloptu n Aseguc Korom-
IDKSH B MY3UKaTHMA Konex ,Kpamuia Ennsaber” - Barepno, benrns).
Or6ernsA3BaM Te3u MMeHA U MecTa U JOOaBsAM BeJHAra 1 Bede JieceTy-
JIETHUS M TO/SIM KOHIIEPTEH, a ¥ 3BYKO3AIVCEH ONUT C Hall-pasmnIHm
MY3UKaHTH, aHCAaMO/IM 1 AVPUTEHTH, @ OT TOAVHM Bede — U IIperofaBa-
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TEJICKY OIIUT C Bb3NUTAHUIM MaHUCTH. Buktopus Bacunerko, ome ot
JleTe HOCUTeI Ha Pas/IMyHY To/IAM OpOIl HAalllM U 9y>KOMHCKY Harpagu
Y OT/INYYS, OT 2 TORMHY € PeioBeH (IaTeH) ITaBeH aCUCTEHT 0 MMaHO
B KnaBupnara karenpa Ha VIHcTpymeHTanHus ¢axkynrer Ha Haruo-
HaJTHaTa My3MKaaHa akagemus ,[Ipo¢. [Tanyo Bragurepos” B Codus
(KBfIeTO BCBIIHOCT IIperofaBa Ha XoHopap omje oT 2020 T.) u cMATaM,
€ yCIIellleH IpernoyiaBares 3a CBOUTE CTYIeHT!. AIIPOIIo, Ha KOHLIEPTa,
3a KOJMTO IMINA, eJHA HellHAa II'bPBOKYPCHMYKA, MHOTO €MIIATUYHO U
BXXVBSBAIIO Ce B Xy0aBOTO My3MIpaHe MOMIYE, ,,0TTP'bLIAlIe  HOTH-
Te Ha BukTopus Ha Tabneta M Ha posina. B. Bacuienko e mpernopaBaren
U B KOHCEPBAaTOPUM ¥ MaICTOPCKM KJIaCOBe y HAC U 110 CBETa, Xypupa
B pas/IMYHM KOHKYpcH B Bbirapus u B 4y>x6uHa. OnuTeH USITBITHATEN
Y C MHOTO JJOOBp CLIeHMYeH CaMOKOHTPOJI — He Ha IIOC/IeHO MSCTO U
HEyMO/IMMO YA'bp>Kallla KaTo Ha CHMpadYKa Olle ,,B 3apOAMIIa UM BCA-
KaKBJ BO/IHU VIV HEBO/IHY TTOBEY U YKJIOHY K'bM CaJIOHHOCT y APYTUTe
U3I'BTHUTENN B aHCAMO/IOBATA MM MHTEPIIPETALIMSL.

»Ho kom 6sixa TBOpOMTE Ha HMoxanec bpamc B TO3M KOHILEPT,
HsIMA JIM Jla Ka)Kelll Hali-IIocme?, CUTyPHO OTHABHA Bede ca CU Kasaiu
gurtarenure. ETo ru:

Conara Ne 1 3a KapuHert (B1o/I1a) 11 IMaHO, o1L. 120 (1894)

Conara Ne 2 3a BMOJIOHYE/IO U IIMaHO, o11. 99 (1886)

Tpuo 3a KapuHeT, BUOTOHYENIO U NMAHO (Bepcus 3a BUOJIA), OIL
114 (1891)

Hexka Bu paska’ka HAKOM OCHOBHM, a 1 JIIOOOMMTHY Hellla 32 BCe-
KM OT Te3M OIIyCH, KOUTO IIPOYUNX, Karo obade I pepessi B XPOHOJIO-
rus. (Llanoctro 3a Moxanec Bpamc npenopbuBam 6uorpadusra Ha SIu
Cyodn(p)m> [Swafford 1999].)

5 Jan Swafford (1946) — aMmepMKaHCK) KOMIIOSUTOP M MY3MKOJIOL. VIMa mofo6Hm
6uorpadun Ha Yapns Aiiss (Charles Ives: A Life with Music, 1998), Berxosen
(Beethoven: Anguish and Triumph, 2014), Mouaprt (Mozart: The Reign of Love,
2020), mpeBeXX/iaHU Ha MHOTO e3M1M (BK/I. MTATMAHCKY, CIIAHCKH, IIOPTYTa-
CKM, KUTAJICKI...), aBTOP HA IIPOTPAMHITE aHOTALMM Ha KOHIIepTH Ha Boston
Symphony, Cleveland Orchestra, Chicago Symphony, San Francisco Symphony,
Metropolitan Opera, 3a 3anmu xaro Carnegie Hall n np. IIpenogasa B Boston
University, Amherst College, Tufts, Boston Conservatory [Jan Swafford], [Jan
Swafford: composer & writer].
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Cello Sonata No. 2 in F major, Op. 99. bpamc (1833 - 1897) s
muuie B 1886 1., T.e. menm 20 roguHM C/Ief KaTo € 3aBbpLIM/I IIbpBaTa
CM COHaTa 3a 4esio 1 muaHo. [Ty6nmukysa s Ha cnepBaiata 1887 roguHa.
Hamnncsa s 3a Brononyenucra Pobept Xaycman® (i 3a cebe cu), moc-
BeTeHa MY € U e M3II'b/IHEeHa 3a II'bpBU ITbT OT Hero (1 Bpamc [Henken]).

ConataTa nma 4 yacTn:

Allegro vivace

Adagio affettuoso in F# major

Allegro passionato in F minor

Allegro molto

[Brahms, Cello Sonata No. 2]

ETo0 5 TyK B Xy6aBoTO M3mrbnHeHre Ha Truls Mork (demo) n Juhani
Lagerspetz (m1aHO) ¢ HOTUTe Ha €KpaH U C MOFPOOHU peMapKy 10 KOH-
CTPYKIIMNTE Ha YaCTUTe, He e OTOe/sI3aHa TOAMHATA Ha 3amica (IoHe a3
He A Bupsx): [Brahms, Mork, Lagerspetz].

3a Te3um KAaTro MeH, KOMTO OOMYAT fa CpaBHABAT MHTepIIpeTa-
1y (IpaBUI CBM pefyIla CeMUHAPK Ha TeMara ,, I Bopba 1 MHTepIpe-
TalMU ), €TO Ollle efMH 3aIJC Ha COHATATa, CBIO C HOTY HAa €KpaH,
TO3U ITBT B M3II'bIHeHMe Ha denucra Godfried Hoogeveen n nuanucra
Frédéric Meinders, oTHOBO He BIDKIAM TOAMHA Ha 3amuca [Brahms,
Hoogeveen, Meinders].

Eto u mncropuyeckn 3amuc ¢ 4epHo-6s710 Bugeo ¢ JKaxnmnu [Tio
ITpe (Jacqueline Du Pré) u (cpupyra n) Haumen bapen6oiim (Daniel
Barenboim), usnpyen mo Rai5 [Brahms, Du Pré, Barenboim 2]. Togn-
HaTa Ha M3II'bIHEHVE HaMepyX B KOMEHTAap OTHONY, UMTUPAM TO ,@
mariajosegonzalezmediano3094, npenn 5 ropgmum, Con esta obra se
enamoraron ambos en su representacion en la Nochevieja de 1966. 20
afos casados hasta q ella fallecié de esclerosis multiple con 42 afios en
1987. Dos grandes musicos sin duda alguna®, mpesexpam: Te ce ento-

6 Robert Hausmann (1852 - 1909), roisiMm wenuct, wieH Ha Voaxum KBapTeT.
ITpenopasan B Kpanckoro BucIle yunaniie o Mysuka B bepnn. OcbiiecTss-
Ba [IpeMIepuTe Ha pefuiia TBopOu 3a BIoNoHYen0 Ha bpamc, Bk [IppBara my
COHaTa 3a 4eJIo ¥ NMAHO U TOfVHA CIefl IpeMuepaTa Ha Bropara My coHaTa —
IIBoitHust My KoHILepT. Pobepr XaycMaH CBUpM NPeMMEPHO M KOMIIO3ULIUU
3a germo ot Maxkc bpyx [Robert_Hausmann]. Tpu roguum cren mbpBaTa cCOHa-
Ta, bpamc 1je Hanmie nMeHHa 3a Voaxum u XaycmaH [IBOIHMA cU KOHLIEPT
[Henken].
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6uxa no epeme na pabomama cu Had moea usnovanenue 6 Hio Vopx 6
Haeeuepuemo Ha 1966. Bsaxa xenenu 20 200uHu doKkamo ms no4uHAa
om mynmunnena cknepoda npes 1987 na 42-e00uwina ew3pacm. be3s
8CAKAKE0 CoMHeHUe, 06ama 2onemu mysukanmu. ETo u mppBara coHa-
ta ¢ 1ax (Cello Sonata No. 1 in E Minor, Op. 38) [Brahms, Du Pré,
Barenboim 1], m3ciymmax ru ¢ yioBo/CTBUe U ThIa U IBETE B U3II'b/IHE-
HMe Ha IBaMarTa...

CLARINET TRIO IN A MINOR, OP. 114

Enna ot 4-Te TBOpOM Ha Bpamc kamMepHa MysuKa, B KOUTO K/Iapu-
HeTBT e C I'bPBOCTeNleHHaTa ponis B aHcaMObia. Bpamc HamucBa ToBa
TpUO Ipe3 ATOTO Ha 1891 B aBcTpuiickus ca Kypopt Bad Ischl 3a kita-
punetucra Puxapn Mrotondenn’, mbpBu KIapuHETUCT Ha MaiiHWUH-
reHckusa® mpupBopeH opkecTbp. Heka mpuIOMHs 3a HUBOTO Ha TO3M
opkecTsp. Meininger Hofkapelle (ocHoBan B 1690 1.), € euH OT Haii-pe-
HOMJPAHUTE eBPOIeiicK) opKecTpy. ChIIeCTBEHOTO 3a HalllaTa YICTO-
pus e, ge ot 1890 r. ro auprxupa XaHc ¢poH BrooB - ToBa e ,,31aTHaTa
eroxa“ Ha opkectbpa. [Ipunomusam u Tosa, ye PoH bro/1oB e mpusATen ¢
Bbpamc, Taka de u bpamc nepuoguuecku gupyxupa MallHUHT€HCKUA
OPKeCTBp, USI'BTHUTE/ICKM € KPAJlHO JIOBOJIEH OT Hero, B 1885 r. qupu-
Xupa n npemuepara Ha YersupTarta cu cuMmponns [Meiningen Court
Orchestra]. Ho nmenno cnefoBHuksT Ha OoH bro/oB kato aupureHT Ha
MaitayHreHcKkus puaBopeH opkectvp — Opun ain6ax® — Hacounn
BHMMaHNeTo Ha V1. Bpamc kbM cBupenero Ha Miotondeny [Brahms,

7 Richard Miihlfeld (1856 - 1907) — HeMCKM KJIapMHETUCT, BIbXHOBII Bpamc n
Tycrap Vlenep* fa muuiaT KamMepHa My3MKa C KJIapUHET — Bpamc muiiie 3a Hero
U MY [IOCBeIaBa KIapMHETHO TpKo, KByHTET 1 coHary [Richard Mihlfeld].

* Gustav Jenner (Cornelius Uwe Gustav Jenner, 1865 — 1920), HeMCKI KOMIIO-
3UTOP, AUPUTEHT U My3UKoIor. DopMaTHO MOI/IeTHATO, EAMHCTBEHUAT YUCHUK
o xommosumys Ha V. Bpamc [Gustav Jenner].

8 MaitauHreH e B FO>xua TropuHrus, HewH QpUHAHCOB, IOPUAMYECKN U (PUHAHCOB
LIEHTBP, PecIL. ¢ 6aHKN, My3€l, TeaTbpa, OPKECTHP I IIp.: TOpe-JOIIy B LIEHTbpa
Ha gHewrHa [epmanus [Meiningen].

9 Fritz Steinbach (1855 - 1916) — HeMCKM JUPUTEHT ¥ KOMIIO3UTOP, TACHO CBBP-
3aH ¢ TBOpYecTBOTO Ha V1. BpaMc, ¢ KoroTo ce cpemar ome B 1875 T. u ca TIpu-
ATENMN KO cMbpTTa Ha bpamc, KoiiTo Brcoko neHAn gupyokupaneTo Ha Illain-
6ax (moB/mysAI TaKuBa gupurenT Kato Aprypo Tockanunu u Eitnpubs boyr,
Adrian Boult). [Fritz Steinbach]
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Clarinet Quintet].

U Taka, Puxapn Miotondens oTHauamo CBUpeN Ha IWUTY/IKA B
MaitHMHTeHCKIA TPUABOPEH OPKeCTbP, HO 3 TOAVHM IT0-K'bCHO IIPeMMI-
HaJI Ha K/1apuHeT. bpamc, cief; KaTo ro 4yl B I'bpBMs KOHIIEPT Ha Bebep
(HarmmmcaH B 1811 1.), crieq TOBa U B KIapMHETHUS KBMHTET Ha Mouapt
(nammcan 1879 r.) u B TBop6m Ha Jlynsux llInoop (1784 - 1859), ce Bbo-
IyLIeBsABA Ja 3aII0YHe 1a KOMIIO31pa OTHOBO. [IBamara — Miorondeny u
Bpamc - craBat u 6rusku npusitenu [Richard Miihlfeld].

Vimenno Miotondenn pasmansa y bpamc mHTepeca u moo60BTa
K'bM K/IapMHeTa — XpPOHO/IOrn4ecKy bpaMc o6ukBa KapiHeTa K'bCHO B
JKMBOTA ci (Ha 57 — 58-roiMITHa Bh3PacT).

[IpodeTox, Ye MaKap ¥ MHOTO KIapMHETUCTHU Ja M3bupar ga He
u3non3BaT Bubparo, Puxapn Miondenys 6un usBecTeH CbC CBOETO BMU-
6paTo, TONKOBa rOIsIMO 1 6HOraTo, 4e € CPaBHMMO C TOBA Ha CTPYHHUTE
usnbnHuTenn [Amacher, 2009]. JKanxo, ye He MOXeM Jja YyeM Ha 3a-
nuc Kak ca ceupesin Miotondens, Bpamc, Moaxum. .. — curypeH cbwm, ue
Ouxme 6MMM M3HEHaZaHY U OyXa OM/IM paspylLIeHN MHOTO ChbBPEMEHHNI
»KOMIIETEHTHU IIPEACTaBU  3a TOBA KaK TpA6Ba fa ce cBupu bpamc...

U taxa, Bpamc 06uKBa 3ByKa 1 TOHOBUA LBAT (TeMObpa) Ha Ki1a-
puneta. O6oxaBan cBupeHero Ha Mrotondens, nucan Ha Knapa Illy-
MaH, Ye HAMa KJIapMHEeTICT, KOWTO Ja CBUpY No-Kobpe ot Hero. Hopu,
3aIl/IeHeH OT apTUCTUYHOCTTA Ha Miondenn, ro obsBsBa 3a Hail-go-
6p1si IyXOB MHCTPYMEHTAINCT, KOTOTO HsAKOra e yyBas [Estrin, 2022].

Bpamc numre ToBa Tpuo crieq TBOpYeckaTa i Kpusa, B KOSTO Out
U3IaJIHaJI, M34epIIaH OT IpepaboTKaTa Ha CBOETO IMMAHO TPHO, OIL 8 —
IO TakaBa CTelleH, 4e B kpasd Ha 1890 r. mucan Ha m3partens cu Fritz
Simrock, 4e e kpaifHO BpeMe Jja ce OTKa)ke OT KoMIo3upaHeto. [Ture ro
3a Mrotondena, Pobepr Xaycman n 3a cebe cu [Estrin, 2022].

[Tpemmepara Ha TpuoTo 3a KIapyuHET, 4e/Io U MMAHO, Ol 114, e Ha
JacTeH KOHLiepT B MalflHMHIeH Ipe3 HOeMBpM CbliaTa roguHa. I1y6-
NMKYBaHO e Ipe3 nekeMspu. Ha n3gaHmeTo muieso, 4e KIapyHeTHATa
HapTusA MOXe Jla ce M3II'bIHABA OT BUOJA (TOBA OMJIO IO-CKOPO MapKe-
TUHTOBO pelleHne) u BpaMc jopn HampaBu TakbB BUOJOB onut ¢ Vo-
aXUM, HO HecpasHumo npeonouuman knapuvema (Kypcussr moir, SJK).
Knapunersr Ha Miotornderns, KOITO e 3amaseH U 0 JJHeC, OUJI ¢ MHOTO
TBMEH TOH M ChC CTPOJI IIOYTY Ha BYICOYNMHATA HA ChbBPEMEHHNA KOH-
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LiepTeH MHCTPYMeHT. J]a, Moxxe 6u 1 3aroBa TproTo e ¢ TaKbB MpadeH
XapakTep, KaTo IL710.

Ero wactute Ha Tpuoro, om. 114:

Allegro

Adagio

Andantino grazioso — Trio

Allegro

[Brahms, Clarinet Trio], [Loose-Einfalt, 2017]

Ero 3anmc ¢ HOTU Ha eKpaH, C KJIapUHET, C U3II'bIHUTENIN Juan
Enric Lluna, xmapuner, Lluis Claret, yeno, u Josep Colom, nuano
[Brahms, Lluna, Claret, Colom], 1 Tyx He Bu>XilaM TOAMHATa Ha 3aIli-
ca. Yera B aHOTanuATa, Y€ KAaKTO Be4e CTaHa [iyMa, clef, Kato B 1890 r.
Bpamc 3asBu, 4e cnmpa ia KOMIIO3Mpa Cjief, CTPYHHMUS CU KBUHTET B
co Makop (KOMTO sy ja Ob/ie oC/efHaTa My TBOp6a), ToBa KIapu-
HETHO TPMO MOXKEJIO J]a C€ CYMTA KAaTo Bh3paXkaaHe Ha bpamc kato Kom-
HO3UTOP.

Eto u 3anuc ¢ Buona B usnbiaHenye Ha Molly Carr, Buomna, Oded
Hadar, uenno, u Anna Petrova, mmano, University of Louisville, School of
Music, roam 2020: [Brahms, Carr, Hadar, Petrova, 2020].

Cniopezi MeH 110-60raToTO, 110-3BYKOBO 1[BETHOTO U pasHOOOpas-
HO IIPO3By4YaBaHe Ha TBOPOMTE € IMEHHO C K/IapMHeT, KaKTo bpamc ru e
HAaIMCaI — U 3a KOITO My3MKa/ieH MHCTPYMEHT KiapuHeT Bpamc muie
Te3u crenyQuYHN Macaxky U apuexu. [Ipednouumam u3nsiHeHuemo
¢ knapuvem 3apany TeMODbpa, TUIMYHUTE 3BydYeHUs Ha KIapUHETa,
3BYKOBO-I[BETOBMS MY KOHTPACT C BUOJIOHYETOTO ¥ C IMAHOTO — aKO
HOTBHPCS BU3YalHO CpaBHEHNe, KaTo eyH TPUOarpeHnK, Karo TpuUTe
[BSITA CM CMEHST MECTATa U Ce MPEIUIUTAT, HO Ca BCE TPUTE LIBSITA TIPe
oun. JJokaTo BMO/IaTa JOCTa Ce C/IMBA 3BYKOBO-TeMOPOBO C BMOJIOHYE-
noro (max ,TpubarpeHuK’, camo 4e ABara OT I[BETOBETE MY Ca HOYTH
eHAKBIL...), TaKa 4Ye [iBaTa MHCTPYMEHTA CSIKAIl Ch3fJaBaT ,efH" J[BO-
eH 0011 MTHCTPYMEHT, PeTMCTPOBO pasumpsBall (zomsiasan) ru. [lomy-
YaBa Ce CsKAlI eH CbBMECTEH, AyO/IupaH, ABYI/IaCeH CTPYHEH THKOB
MHCTPYMEHT. BIOTOHYEI0TO + ChcefiHaTa My 110 PerucTbp Broia (M
B 00paTHUs pef U 3BYKOBMCOYMHHA [TOCOKA), C KOETO 3a MEH MYy3MKaTa
obeqHsABa 3BYKOBO I I[BETOBO (CTaBa M0-eHOOOpa3Ha, HAKAK JIBYIIIA-
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HOBAQ), @ OTTaM M MHTEpIpeTaloHHO. JoKaTo KIapMHETBT € ChbBCEM
pas/InyeH KaTo 3By4eHe, 3BYKOBO NIPUCHCTBME, HAYMH Ha My3ULMPaHe,
Bb3jelicTBue... Ho Ha KOHIlepTa, Ha KOITO 64X U 3a KOIITO IMUIIA, 110
IPUYVHM, HA YMETO OTraTBaHe HAMA Jla ce CIVPaM, TBOpOUTe IIPO3BY-
4Jaxa He C KJIAPMHET, a C BUOJA.

CLARINET SONATA NO. 1
IN F MINOR, OP. 120 NO. 1

IIpes 1894 r. bpamc nuie 2 coHaTu 3a KJIApMHET ¥ MMAHO, OIL
120 (Ne 1 n 2) — KaKTO Beye CTaHA iyMa II0-Tope, IIOCBETEHY ca U Te Ha
KmapuHerucTa Puxapn Miorondern. bpamc ru muuie 3a Hero u 3a cebe
CU, CBUPWJIV Ca T'¥ MHOT'O II'BTY Ha PasINYHN MeCTa [Estrin, 2022]. Tesu
COHATM Ca HAM-BUCOKO IIEHEHU TBOPOM OT pereproapa 3a KIapuHeT.
BepuiHocT TOBa ca U [iBeTe MOCTIeHY TBOPOU KaMepHa My31Ka, Hallu-
canm ot Moxanec Bpamc.

Yacrure Ha coHarara (Ne 1) ca:

Allegro appassionato

Andante un poco adagio

Allegretto grazioso

Vivace

JTro6onuTHO €, 4e B 1986 r. Luciano Berio (1925 - 2003) npepa6or-
Ba IIs1/1aTa COHATa 3a OPKeCTBP, KaTo 3amassa ,,Op. 120, No. 1“ karo 3a-
rmaBue [Brahms, Clarinet Sonatas], [Berio, Op. 120, No. 1].

Erto 3amuc Ha coHaTaTa 3a K/1apMHeT, 4eJIo U IMaHo, oI 120, Ne 1,
vyacTy 1. 1 2., ¢ HOTY Ha eKpaH, B u3I'baHeHMe Ha Karl Leister, kmapuner,
u Jorg Demus, nuaHo, He BIDK/JaM IOfyHa Ha M3MI'blIHeHMeTO [Brahms,
Sonata No. 1, Leister/Demus, I & II] (wactu 3. u 4. ca Tyx [Brahms,
Sonata No. 1, Leister/Demus, III & IV]). CmaraMm, de rogyHaTa Ha 3aIn-
ca e 1968 — ¢bjd 1o TO3M 3amuc, KOiTo, Mucis, e cbiuuat [Karl Leister,
Brahms].

Ero 3ammc Ha cbinara coHaTa, HO C BMOJIAa BMECTO C KJIapUHeT,
CBIIIO C HOTY Ha eKpaH, B M3I'b/IHeHNe Ha Luca Sanzo, Buona, nu Maurizio
Paciariello, nmnaHo, 1 TyK He BM>KZIaM rofuHa Ha u3IrblIHeHre: [Brahms:
Viola Sonata No. 1].

I[Ipepaborkara Ha Jlyuano Bepuo Ha coHara 3a OpKecTBp, BUEO
C HOTM Ha eKpaH — B usI'baHeHye Ha Fausto Ghiazza, kimapusert, B cb-
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nposop Ha Giuseppe Verdi Symphony Orchestra, Munaso, gupurenTt
Riccardo Chailly, 3anmc ot 2004 [Brahms/Berio, 2004]. OnutBaMm ce fa
CM TIPEJICTaBs TOBA USII'BIHEHNUE ChC COMMPALIA BUOJIA BMECTO C KJIapy-
HeT — ¥ OTHOBO OTZIaBaM IIPEANOYMTAHNE Ha K/TapIHeTa.

ETo0, HaMepyx BMUIeO03anuc OT KOHIEPT B M3ITbIHeHre Ha Amihai
Grosz, BUona, 1o, AupureHTcTBoTo Ha Guy Braunstein, Symphoniker
Hamburg, 16 ¢espyapu 2017, Xamo6ypr, [epmannusa: [Brahms, Berio,
2017].

Ul moHexe cTaHa fiyMa 3a KIapuHeTHUTe omycum Ha Voxamec
Bpamc, u3cmyiiax ¢ yIoBOJICTBME VI Te3U 3aIlMCU HA BTOpaTa My COHaTa
3a KaapuHet 1 nuaxo (¢ Marikbn Konnuc u Muxaun IIneTHbOB, 3ammc
ot 1988, [M. Collins & Pletnev, Brahms, 1, 1988] - TonkoBa Mek, OB/Ia-
JIsTH, KY/ITYpeH 3BYK!, e uacymax ¢ Tax u Bropara coHara [M. Collins
& Pletnev, Brahms, 2, 1988], kakTo 1 Ha KJTapMHETHUA MYy KBUHTET
(1891, ¢ MHOTrO OOLIV YepTH, 0OCOOEHO B KOHCTPYKTMBHUTE (HOpMM Ha
Jactute My, ¢ To3u Ha B. A. Mouapr [Brahms, Clarinet Quintet]: B us-
npaHeHneto Ha JleiiBup ludpun u cTpyHeH kBapTeT ,,EMepcbH” B 3a-
myc ot 1999 [Brahms, Clarinet Quintet, 1999], ye 1 MonjapToBus, nax ¢
Tax [Mozart: Clarinet Quintet].

be MHOTrO puATHA paboTaTa MU 110 TO3M TEKCT.
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anbaHckuTe koMnosuropu. llenTa Ha u3cnefBaHeTo € Aa MpOy4n
KaK eCTeTMKaTa U IIOeTUYHNTE KauecTBa Ha TpaauuATa Ha Lied
B3aMIMOJIEJICTBAT U Ce PA3IIMPABAT B [10-TONAMATA, JpaMaTHYHa
paMKa Ha OIEPHOTO M3KYCTBO, fa IPOC/IeAN KaKTO TPagyIIOH-
HUTe, TaKa ¥ ChBPEeMEHHITE BIIVIAHMA, KOUTO ca 0popMummm Tosa
passutue. Upes aHamM3 Ha M36paHM MPOM3BENEHNA OT 3HAYUMM
a7m6aHCKN KOMIIO3UTOPH, M3CTIEIBAHETO PasIlex/a CTUINCTIY-
HaTa NIPUEMCTBEHOCT, TpaHC(HOPMALVNTE B OTHOLICHNATA MEX-
Iy TEeKCT M MY3MKa, KaKTO U afalNTHpaHeTO Ha HallOHaJIHaTa
UAEHTUYHOCT B IO-IIMPOKNA €BPOIENICKM KYITYPEeH KOHTEKCT.

Bb3 ocHOBa Ha HAC/IEACTBOTO OT 3aMajiHM MOJE/NN Y MECTHU MY-
3MKa/IHU UAVMOMY a/I0QHCKUTE KOMIIO3UTOPM Ch3[aBaT pernepTo-
ap, KOJTO OTpassiBa KAaKTO IPMEMCTBEHOCT, TaKa ¥ VHOBAIUN.
JIupu4HaTa Xyno>kecTBeHa IeceH IPeoCTaBs Mole 3a eKCIepy-
MEHTMpaHe C BOKa/IHOTO M3pa3sBaHe 1 My3MKaTHaTa 06paboTka
Ha TEKCTa, JOKaTO oIllepaTa Ipejlara cpefia 3a MpeficTaBsAHe Ha
Te3M XY[IOXKECTBEHU CTPATerny Ha cClieHaTta. PesynTarute oT ms3-
C7IefIBaHeTO MOl4epPTaBaT KaK Te3! /IBa KaHpa ce IOJCUIBAT B3a-
VIMHO, TOTIPMHACSAVIKY 33 Pa3BUTHETO Ha XapaKTePHUS alOaHCKN
I7IaC B K/TaCMYeCKMsA BOKAJIEH perepToap.

Hacrosmoro n3cnenBaHe JonpuHacs 3a cOmmkaBaHe Ha >KaHPO-
BUTE U3CTIeBaHNA C a/I0aHCKaTa eTHOMY3VKOJIOTHA, KaTo Ipef-
JIara ISUIOCTHA MEePCHeKTHBA, KOATO IIOCTaBs anbaHCKaTa Xymo-
JKeCTBEHaA IIeceH 1 oIlepara B MO-IIMPOKaTa paMKa Ha eBpoIleli-
ckuTe Tpaguuymn. To XBBPIA CBET/INHA BbPXY €[H OTHOCUTE/THO
MAJIKO IIPOy4eH perepToap, KaTo MO TO3Y Ha4YMH 3afbl0o4yaBa
pasbupaHeTO 3a ChYETAaBAaHETO HAa HALMOHA/IHYU M TPAaHCHAIMO-
HaJIHN e/IeMeHTH IIpy GOPMUPAHETO Ha BOKATHOTO MY3VMKA/ITHO
HACJeICTBO.

Kniouosu Oymu: mupydHa XyfoKecTBeHa IIeCeH, omepa, anbaH-
CKJ KOMITO3MTOPH, BOKAJIEH pelepToap, TPagyLuA U MOfIepPHOCT,
MYy3MKa/IHa UAEHTUIHOCT

Abstract: This report examines the relationship between lyric
art song and its expansion into opera, focusing particularly on
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the classical vocal repertoire of Albanian composers. The pur-
pose of the study is to investigate how the aesthetics and poetic
qualities of the Lied tradition interact with and expand into the
larger, dramatic framework of opera, tracing both traditional and
modern influences that have shaped this development. By ana-
lyzing selected works from representative Albanian composers,
the research examines stylistic continuities, transformations of
text-music relationships, and the adaptation of national identity
within a broader European cultural context.

Through a balance of inherited Western models and indigenous
musical idioms, Albanian composers shaped a repertoire that
reflects both continuity and innovation. Lyric art song provided
a laboratory for experimentation with vocal expression and text
setting, while opera offered a medium for projecting these artistic
strategies onto a collective stage. The findings highlight how these
two genres mutually reinforce each other, contributing to the
evolution of a distinct Albanian voice in classical vocal repertory.

This study contributes by bridging genre studies with Albanian
ethnomusicology, offering a comprehensive perspective that
situates Albanian art song and opera within the larger framework
of European traditions. It sheds light on a relatively underexplored
repertoire, thereby enhancing our understanding of how national
and transnational elements converge in shaping vocal music
heritage.

Keywords: Lyric Art Song, Opera, Albanian Composers, Vocal
Repertoire, Tradition and Modernity, Music Identity

1. INTRODUCTION

The interrelation between lyric art song (Lied) and opera has
been a central theme in the evolution of Western classical music.3 The
Lied, with its intimate setting and emphasis on the fusion of poetry and

3 Eric Sams, ed., The Songs of Hugo Wolf (London: Faber & Faber, 1992); Carolyn
Abbate and Roger Parker, A History of Opera (London: Allen Lane, 2012).
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music, provided composers with a fertile ground for the exploration of
vocal expression and text sensitivity.* Opera, by contrast, projected these
qualities into a larger theatrical and dramatic framework, integrating
multiple art forms such as literature, staging, and orchestration.
’In Albania, the development of these two genres reflects both the
assimilation of European models and the pursuit of a distinctive national
identity. The lyric art song emerged as a medium for experimenting with
musical settings of poetry, while opera became a vehicle for articulating
broader cultural and historical narratives.

1.1 Background and Context

This study is important because it addresses a gap in musicological
research: the specific ways in which Albanian composers have engaged
with the genres of lyric art song and opera. While European traditions
of Lied and opera are widely studied, the Albanian contribution
remains relatively underexplored.® By analyzing the stylistic, poetic, and
structural aspects of these works, the report sheds light on how national
identity, tradition, and modern influences converge in the shaping of a
classical vocal repertoire.” Moreover, the study demonstrates how art
song and opera are not isolated categories, but interrelated platforms that
reinforce and extend each other.

1.2 Importance of the Study

The primary objective of this report is to examine how the
intimate qualities of lyric art song extend into the broader framework of
opera within Albanian classical music. It seeks to identify the traditional
and modern influences that inform this process and to highlight
representative examples from Albanian composers. The main research

4 Susan Youens, Hugo Wolf and his Morike Songs (Cambridge: Cambridge Univer-
sity Press, 1996).

5 Abbate and Parker, A History of Opera; Julian Budden, The Operas of Verdi (Ox-
ford: Oxford University Press, 1992).

6 Ramadan Sokoli, Folklori muzikor shgiptar (Tirana: Akademia e Shkencave,
1981).

7 Richard Taruskin, The Oxford History of Western Music (Oxford: Oxford Uni-
versity Press, 2005); Jim Samson, ed., The Cambridge History of Nineteenth-
Century Music (Cambridge: Cambridge University Press, 2001).
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questions include:

- How do Albanian composers integrate national folk and poetic
traditions into the Lied form?

- In what ways do these strategies expand into opera?

- How do traditional and modern elements coexist and interact in
shaping the vocal repertoire?

- What is the significance of this interrelation for the development
of Albanian classical music within a European context?

1.3 Research Objectives and Questions

The primary objective of this report is to investigate the
interrelation between lyric art song and opera in the context of Albanian
classical music, with a focus on how traditional and modern influences
have shaped their development. Specifically, the study aims to:

1. Examine how Albanian composers have drawn from European
Lied traditions while incorporating national folk elements and
poetic structures.

2. Analyze the processes through which the expressive qualities of
lyric art song extend into the dramatic framework of opera.

3. Identify the stylistic continuities and differences between song
and opera in representative works of Albanian composers.

4. Explore how modern compositional techniques (e.g., serialism,
atonality, extended tonality) interact with traditional idioms to
create a distinct vocal repertoire.

5. Assess the cultural and historical significance of this
interrelation for the broader narrative of Albanian music within
the European classical tradition guiding Research Questions:

- How do Albanian composers integrate national traditions
into the Lied form?

- In what ways do these strategies evolve when transferred into
operatic contexts?

- What role do modern European influences play in shaping
the stylistic language of Albanian vocal music?

- How does the interrelation of art song and opera contribute
to defining a national identity within classical music?
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2. LITERATURE REVIEW / THEORETICAL
FRAMEWORK

European tradition of lyric art song (Lied) and opera forms the
backbone of classical vocal music. The Lied, particularly as cultivated
by composers such as Schubert, Schumann and Brahms, emphasized
the intimate relationship between poetry and music, serving as a
microcosm of personal expression.® Opera, developed from Monteverdi
through Mozart, Verdi, Wagner, and later 20th-century figures,
expanded the scope of vocal expression into dramatic, narrative, and
theatrical contexts.? While the Lied focused on introspection and
concentrated emotional landscapes, opera incorporated large-scale
structures, orchestral textures, and staging to communicate collective
human experiences. This duality established a dynamic model for later
composers, providing both a private and public dimension of vocal
artistry. The dialogue between these two genres, intimate song and grand
opera, remained a fundamental paradigm throughout the 19th and 20th
centuries and set the stage for national adaptations across Europe.1?

2.1 The European Tradition of Lyric Art Song and Opera

Albanian musicology has, over the past decades, increasingly
turned its attention to the study of art song and opera.ll The first
systematic efforts to build a national repertoire emerged in the mid-20th
century, with composers such as Cesk Zadeja and Tonin Harapi, who
integrated folkloric materials into Western art song structures.!? Later,
composers like Feim Ibrahimi and Aleksandér Pegi experimented with
avant-garde idioms, bringing Albanian music closer to broader European
developments.13 Previous studies have often concentrated on the role of
folklore and the construction of national identity, but relatively few have

8 Sams, The Songs of Hugo Wolf; Youens, Hugo Wolf and his Morike Songs.

 Abbate and Parker, A History of Opera; Budden, The Operas of Verdi.

10 Samson, The Cambridge History of Nineteenth-Century Music.

11" Ramadan Sokoli, Folklori muzikor shqiptar (Tirana: Akademia e Shkencave, 1981).

12 Cesk Zadeja, Studime dhe artikuj mbi muzikén shqiptare (Tirana: Naim Frashéri,
1970).

13 Feim Ibrahimi, Studime mbi muzikén bashkékohore shqiptare (Tirana: Akademia
e Arteve, 1990).
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addressed the direct interrelation between song and opera. Scholars such
as Ramadan Sokoli and later researchers contributed to documenting
the historical development of Albanian music, yet there remains a gap
in connecting microcosmic song forms with the macrocosmic operatic
stage.14 This gap provides a key rationale for the present study.

2.2 Albanian Musicology and Previous Studies

The conceptual framework of this study rests on three interrelated
axes: tradition, modernity, and national identity. Tradition refers
both to the European Lied and operatic canon and to Albanian folk
heritage, which provided composers with a reservoir of melodic,
rhythmic, and textual material.l> Modernity encompasses the stylistic
innovations of the 20th century, including expanded tonality, atonality,
and experimental forms, which Albanian composers engaged with
to varying degrees.1® National identity emerges at the intersection of
these two dimensions, as Albanian composers sought to situate their
works within European currents while affirming a distinctive cultural
voice. This tripartite framework is essential for understanding how the
interrelation of lyric art song and opera in Albania is not only a question
of musical style but also of cultural positioning within broader historical
and geopolitical narratives.

3. METHODOLOGY

The selection of works and composers in this study is guided by
both historical significance and stylistic diversity. Priority has been
given to composers whose contributions to Albanian art song and
opera are recognized as foundational, such as Cesk Zadeja, Tonin
Harapi, and Feim Ibrahimi. These figures represent different stages of
Albanian music development, from the integration of folk elements into
Western forms to the adoption of avant-garde techniques. In addition,
contemporary voices such as Aleksandér Peci have been considered

14 Ramadan Sokoli, Folklori muzikor shqiptar (Tirana: Akademia e Shkencave,
1981).

15 Sokoli, Folklori muzikor shqiptar; Taruskin, The Oxford History of Western
Music.

16 Samson, The Cambridge History of Nineteenth-Century Music.
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for their innovative approaches and their ability to extend the national
repertoire into the international domain. The works chosen for analysis
include representative art songs and operatic excerpts that illustrate the
interplay of lyricism, dramaturgy, and cultural identity.

3.1 Selection of Works and Composers

The analytical framework combines methods from music anal-
ysis, semiotics, and cultural musicology. Musical-structural analysis
is used to examine melodic, harmonic, and rhythmic features, espe-
cially as they relate to the integration of folk idioms. Text-music rela-
tionships are analyzed to reveal how poetry is set to music in both
Lied and operatic contexts. Semiotic analysis helps uncover symbolic
dimensions, including the representation of national identity through
musical motifs. Comparative analysis between art song and opera is
employed to highlight continuities and divergences in compositional
strategies. Additionally, historical and contextual analysis situates the
works within broader cultural and political frameworks, allowing for a
multidimensional understanding of the repertoire.

3.2 Analytical Tools

The study acknowledges several limitations. First, the availability
of primary sources, such as manuscripts, scores, and recordings,
remains uneven, particularly for early and less frequently performed
works. Second, the scope of the study is limited to a selected group of
composers, which may not capture the full diversity of Albanian vocal
music. Third, while stylistic and cultural perspectives form the core of
the analysis, performance practice issues, equally recognized as vital, are
nonetheless given importance within the scope of this study. Finally, as
with all musicological inquiries, interpretation is partly shaped by the
researcher’s perspective, which necessitates caution in making broad
generalizations. Despite these limitations, the methodology provides a
robust framework for illuminating the interrelation of lyric art song and
opera in the Albanian context.
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4. ANALYSIS AND DISCUSSION

The interrelation between lyric art song and opera in the
Albanian classical repertoire reveals itself as a dialogue of continuity,
transformation, and cultural identity. Far from being two separate and
unrelated genres, song and opera functioned as complementary spaces
of creativity through which Albanian composers could articulate
both personal expression and collective identity. The art song, with its
intimate character, offered a framework for experimenting with melodic
lines shaped by the natural rhythm of the Albanian language and colored
by folk idioms. Opera, in turn, projected these qualities into a dramatic
and public dimension, enabling the same expressive gestures to acquire
narrative weight and theatrical resonance.

This duality illustrates how Albanian composers navigated
between inherited European models and their own national
traditions. The Lied, long cultivated in German and Central European
contexts, provided a reference point for the refinement of text-music
relationships.l” Albanian composers absorbed this legacy while infusing
it with modal inflections, asymmetric meters, and textual themes rooted
in local poetry. Opera then became the stage where these same elements
were amplified, dramatized, and integrated with orchestral sonorities,
allowing intimate lyricism to evolve into powerful collective statements.
In this way, the movement from song to opera was not merely a question
of scale but of function: from the individual voice to the voice of a people.

Traditional and modern influences further complicate this
interrelation. Folk heritage provided an inexhaustible reservoir of
motifs and images that guaranteed cultural authenticity.!® At the same
time, exposure to European modernism encouraged experimentation
with atonality, chromaticism, and expanded tonalities. The coexistence
of these two forces did not result in conflict but in a hybrid idiom that
defined the Albanian vocal repertoire of the second half of the twentieth
century. Within this dialectical framework, art song and opera did

17 Susan Youens, Hugo Wolf and his Morike Songs (Cambridge: Cambridge
University Press, 1996).

18 Ramadan Sokoli, Folklori muzikor shqiptar (Tirana: Akademia e Shkencave,
1981).
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not simply coexist, they fed into each other, creating a continuum of
expression that was both deeply national and unmistakably European.

In conclusion, the analysis highlights that the relationship between
lyric art song and opera in Albania is best understood not as a hierarchy
but as a symbiosis. Song cultivated intimacy and detail; opera expanded
these elements into grandeur and narrative. Together, they shaped a
repertoire that embodies the tension between tradition and innovation,
individuality and collectivity, local culture and European identity.
This synthesis constitutes one of the most distinctive achievements of
Albanian classical music, underscoring its relevance within the broader
history of twentieth-century vocal art.

5. LYRIC ART SONG IN ALBANIAN CLASSICAL
MUSIC

Albanian lyric art song, much like its European counterpart, is
rooted in the intimate fusion of poetry and music. The genre emerged
in Albania in the mid-20th century, influenced both by Western Lied
traditions and by local folk heritage.l® Composers such as Cesk Zadeja
and Tonin Harapi drew extensively on Albanian folk melodies and
rhythms, re-contextualizing them within art song frameworks. Their
works often demonstrate modal inflections, asymmetrical rhythmic
patterns, and a close attention to the natural prosody of the Albanian
language. These features allowed art song to serve not only as a vehicle
for lyrical and expressive experimentation but also as a tool for cultural
preservation and national affirmation. In this sense, as a genre, albanian
art song functioned as a testing ground for identity, mediating between
inherited models and indigenous traditions.

5.1 The Transition from Song to Opera

The expansion from art song to opera in the Albanian repertoire
illustrates how composers adapted the lyrical intimacy of song
to the broader demands of theatrical drama. Opera required the
transformation of musical materials into large-scale structures, with

19 Cesk Zadeja, Studime dhe artikuj mbi muzikén shqiptare (Tirana: Naim Frashéri,
1970).
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orchestral accompaniment and dramatic continuity. Zadeja and Harapi,
while rooted in folk traditions, also contributed to opera by adapting
song-like melodies into broader operatic contexts. Feim Ibrahimi, in
particular, represents a turning point, bringing modernist techniques
into opera and ensuring that Albanian music remained relevant within
broader European currents.20 In this process, text setting and vocal
declamation played crucial roles: while songs emphasized subtle poetic
expression, operas demanded projection, characterization, and dramatic
pacing. The transition between genres therefore highlights how lyrical
qualities were not lost but expanded, offering a continuum from intimate
expression to public spectacle.

5.2 Traditional vs. Modern Influences

The coexistence of traditional and modern influences is one of the
defining characteristics of the Albanian classical vocal repertoire. On the
one hand, composers drew heavily from the vast reservoir of Albanian
folk traditions, employing pentatonic and modal scales, asymmetric
rhythms, and melodic contours that echo epic songs, laments, and
dances.?! These elements created a musical idiom that was instantly
recognizable to local audiences and functioned as a marker of cultural
continuity. The poetic sources of the art songs often reflected themes
of nature, love, and historical memory, aligning with the symbolic
vocabulary of folk culture.

On the other hand, Albanian composers were deeply aware of
broader European currents, particularly in the decades following World
War II. The ideological climate often required a delicate negotiation
between socialist realism and modernist aspirations. While early works
emphasized tonal clarity and accessible melodic writing, later decades
saw the gradual introduction of expanded tonality, chromaticism, and
even serial techniques.22 Feim Ibrahimi stands out as a composer who

20 Feim Ibrahimi, Studime mbi muzikén bashkékohore shqiptare (Tirana: Akademia
e Arteve, 1990).

21 Ramadan Sokoli, Folklori muzikor shqiptar (Tirana: Akademia e Shkencave,
1981).

22 Richard Taruskin, The Oxford History of Western Music (Oxford: Oxford
University Press, 2005); Jim Samson, ed., The Cambridge History of Nineteenth-
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sought to bring avant-garde idioms into dialogue with national elements,
producing works that were simultaneously experimental and rooted in
Albanian identity. Similarly, Aleksandér Peci integrated contemporary
textures and timbral innovations with folk-inspired motivic material,
bridging the local and the global.

This dialectic between tradition and modernity ensured that
Albanian vocal music was not a passive imitation of Western forms but
an active site of negotiation and transformation. Tradition guaranteed a
strong cultural foundation and a sense of authenticity, while modernity
offered access to international stylistic developments and aesthetic
innovation. The result was a repertoire that both preserved national
distinctiveness and participated in the evolving European classical
canon. In this sense, traditional and modern influences did not merely
coexist but dynamically interacted, producing new forms of expression
that continue to define Albanian art song and opera.

5.3 The Interrelation of Genres

The interrelation between lyric art song and opera in Albanian
classical music demonstrates a dynamic continuum rather than a strict
separation between the two genres. Lyric art song functioned as a space
of experimentation, where composers could refine their approaches to
text setting, melodic construction, and the balance between vocal line
and accompaniment.?3 The intimacy of the Lied format allowed for close
attention to poetic detail and for the exploration of subtle emotional and
symbolic nuances.

Opera, by contrast, projected these elements onto a broader stage,
amplifying lyrical ideas into dramatic narratives supported by orchestral
forces and theatrical staging.24 Many Albanian composers, such as Cesk
Zadeja and Tonin Harapi, first explored the expressive potential of song
before transferring its techniques into operatic works. In this way, the
Lied served as a preparatory ground for compositional strategies that

Century Music (Cambridge: Cambridge University Press, 2001).

23 Susan Youens, Hugo Wolf and his Morike Songs (Cambridge: Cambridge
University Press, 1996).

24 Abbate and Parker, A History of Opera; Julian Budden, The Operas of Verdi
(Oxford: Oxford University Press, 1992).
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later found their culmination in opera.

Conversely, the operatic tradition also enriched the song repertoire:
operatic lyricism, declamation, and dramatic pacing informed the
expressive intensity of later Albanian art songs, imbuing them with a
heightened sense of projection and theatricality even in miniature form.
This reciprocal influence suggests that the genres were not only parallel
practices but mutually reinforcing modes of expression.

Ultimately, the symbiosis of song and opera contributed to shaping
a distinct Albanian musical voice. By merging the personal introspection
of art song with the collective expressiveness of opera, composers were
able to articulate a national identity that was rooted in local tradition
yet open to European modernity. This interrelation thus represents not
simply a stylistic overlap but a cultural strategy that ensured both the
preservation and transformation of Albania’s classical vocal heritage.

8. CONCLUSION

The study has demonstrated that the development of lyric art song
and opera in Albanian classical music is best understood as a process
of mutual reinforcement rather than isolated creation. Lyric art song
offered composers an intimate laboratory for experimenting with text-
music relations, melodic design, and the adaptation of folk idioms into
refined artistic forms. Opera, in turn, provided the opportunity to
magnify these lyrical ideas within a dramatic, collective framework.
The findings show that Albanian composers consistently negotiated
between tradition and modernity: they preserved the authenticity of
folk-based motifs while simultaneously engaging with European stylistic
innovations, from Romanticism to modernist experimentation. This
dual process shaped a vocal repertoire that is at once distinctly Albanian
and firmly situated within the European classical canon.

This research contributes to the field of musicology by shedding
light on an underexplored repertoire and by analyzing it through
the combined lenses of genre studies, cultural history, and national
identity. It highlights the ways in which Albanian composers used art
song and opera not only as musical forms but also as cultural strategies
for negotiating their position between local heritage and European
modernity. The study also offers a fresh perspective on the dialogue
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between intimacy and drama, tradition and innovation, individual voice
and collective narrative. By doing so, it enriches the understanding of
how smaller national traditions, such as Albania’s, can make significant
contributions to the broader European musical landscape.

Future research could expand on this study in several directions.
First, detailed performance practice analysis—examining how singers,
pianists, and conductors interpret Albanian art song and opera—could
illuminate new dimensions of expression. Second, comparative studies
with neighboring Balkan traditions may highlight shared influences and
unique divergences, situating Albanian music within a wider regional
context. Third, archival work and oral histories could uncover forgotten
works, testimonies, and cultural conditions that shaped the repertoire.
Finally, further exploration of contemporary Albanian composers and
their engagement with global musical currents could provide insights
into how the interrelation of song and opera continues to evolve in the
twenty-first century.
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THE BASIC PRINCIPLES OF PIANO
TECHNIQUE IN THE CONTEXT OF
EXPRESSIVE PIANO PERFORMANCE

ALBA MUCOLLI-DEHIRI (KOCOBO)!

OCHOBHUWTE NPUHLUWMN HA KAABUPHATA
TEXHUKA B KOHTEKCTA HA U3PA3SUTEAHOTO
N3MNbAHEHWE HA NMAHO

AJIBA MYKOJUIU-IEXVIPU (KOSOVO)2

Pestome: B ocHOBaTa Ha M3Pa3UTETHOTO MU3IIb/IHEHME HA MMAHO
CTOM K/IaBMPHATa TEXHUKA, KOSITO 00eMHsABAa TBOPYECKOTO, KOT-
HUTUBHOTO U (pM31MIECKOTO 3MepeHNe Ha U3IIBTHUTEISI. BaskHO
e Jla ce IMofuepTae 3Ha4eHNeTO Ha KOTHUTUBHOTO HUBO U Pa3BU-
THETO Ha MY3MKa/IHUTe Uhen. Te3n eleMeHTH MOraT fia IpeBbp-
HAT TeXHNYECKNUTe YIPaKHEHNs B M3pasuTenHa popMa Ha pela-
BaHe Ha Mpo0/IeMI, KOEeTO B KpaliHa CMeTKa BOJU [IO OBJIaJisiBaHe
Ha TeXHM4YeCKUTe yMeHus. JJokasaHo e, ye KOMOVHMPAaHETO Ha
¢$yHKIMOHAaTHA eEeKTUBHOCT C MHTEPIPETaTBHO Cb3HaHNE
IIpY M3IIBJIHEHMETO Ha IMAHO IpPefoTBpaTsABa (U3NIECKOTO
HaTOBapBaHe M IOJIIOMara JBbATOCPOYHOTO M3II'bIHeHMe. ToBa

1 Alba Mucolli-Dehiri is doctoral student in Department of Music, at the New
Bulgarian University, with scientific supervisor Assoc. Prof. Dr. Rositsa Beche-
va, e-mail: alba.muqolli@unhz.eu

2 An6a Mykommu-Jlexupu e JOKTOPAHT B fiellapTaMeHT ,Mysuka“ Ha Hos 6571
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II03BOJ/IIBA Ha aPTUCTUYHOTO M3pa3sABaHE [1a C€ pa3BliBa €CTECT-
BC€HO YCTOIZ‘{I/IBO.

Llenta Ha TOBa M3CIENBaHe € [a aHAIMU3UPA IENATOTMIECKOTO
pasBuTMe HAa KIaBUpPHATa TeXHMKA. V3cmenBaHeTo pasrmexpa
OCHOBHUTE €/IEMEHTV HAa K/IABUPHATA TEXHUKA, BKIIOYUTETHO
CTOVIKa, IBVDKEHNe, CaMysi MHCTPYMEHT U IIP'bCTOBKA. VI3cmen-
BaHeTO 00XBallla Iepyofia OT HAYA/[HNUTE €TAIM Ha YPOLMTE 10
IIMAHO JI0 NPEACTABIHETO HA CTPATETUM 32 IPEJOTBPATSABaHE Ha
TEXHUYECKN TIPOOIeMIL.

Knrouosu bymu: KjlaB/pHa TEXHMKA, pa3BUTNE, OCHOBHM KOMIIO-
HEHTU Ha €KCIIPECMBHOTO KJIABVIPHO U3II'b/IHEHNIE

Abstract: The fundamental basis of expressive piano performance
is piano technique, which integrates the creative, cognitive and
physical dimensions of piano playing. In addition, it is imperative
to emphasise the significance of the cognitive dimension and the
cultivation of musical intentions. These elements have the poten-
tial to facilitate the transformation of technical exercises into an
expressive form of problem-solving, ultimately leading to the at-
tainment of proficient piano technique. The application of piano
technique has been demonstrated to prevent physical strain and
facilitate lifetime performance by combining physiological effi-
ciency with interpretative awareness. This allows artistic expres-
sion to develop naturally and sustainably.

The purpose of this article is to analyse the pedagogical
development of piano technique. The objective of this study is to
analyse the fundamental elements of piano technique, including
posture, movement, the piano itself, and fingering. The study will
address the issue from the initial stages of piano lessons to the
presentation of strategies to prevent technical issues.

Keywords: piano technique, development, basic components of
expressive piano performance
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INTRODUCTION

The evolution of piano techniques is a journey through time,
reflecting not only advancements in instrument but also shifts in musical
aesthetics. [Haiyang, 2023] In my opinion is that piano technique can
be understood as dynamic development between practice, instrumental
innovation and stylistic and aesthetic aspect of the piano work.. It is
the main purpose is to present an analysis of the technical and sound
issues that arise during the process of creating a piano piece, we will
talk about the main principles of technical and musical development,
about the piano apparatus as a whole and its parts in particular, about
the development of finger technique (fine technique), the development
of large technique (hand weight technique) and also about the freedom
or elasticity of the hand as the basis of piano playing. Also included
will be the piano sound aspect, methods of sound production, the
technical aspect of sound production.The above-mentioned elements are
considered key points that a true pianist must possess in the technical
and musical aspects of piano playing, therefore the elaboration of these
segments will occupy the main place in this manuscript.The basic goal
of technical development, is to provide conditions that will enable the
technical apparatus to perform the necessary musical tasks as well as
possible. [Timakin, 1984] Based on my opinion, achieving harmony
between the body, mind, and music, as well as natural interpretation
(in the physical aspect), we obtain results of correct and original
reproduction of the pianistic work. Reaching the point where we form
a pianistic apparatus with full function directly becomes a tool that
serves in achieving correct artistic musical interpretation up to the more
virtuous demanding interpretations.

Objectives:

1. Developing the understanding of the basic principles of piano

technique

2. Improve students technical fluency, control and expressiveness

on instrument

3. Implement a systematic and gradual approach to technical skill

development
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4. To link technical proficiency to musical interpretation and
artistry
5. Encourage ergonomic and sustainable piano playing practices

Piano technique is intrinsically linked to the musical demands of
the work. The primary goal of developing the performer’s technique is to
create the complete conditions necessary for them to realize the required
(in this case, technical) demands presented in the musical work.

This process is based on the following principles:

e Dexterity (or agility) and elasticity of the piano apparatus

¢ Coordination of all parts of the piano apparatus, led by active

fingers

e Adaptability and economy of movement

e Mastery of the technical problem and the resulting aural

outcome

“For technical study to be as fruitful as possible, it must begin from
the very first lessons.

We must take into account the physical and anatomical properties
of the individual to achieve a high quality performance, beginning
with the stability and uniformity (or evenness) of the fingers and the
elasticity of the wrist joint, as well as the clarity and stability of the touch
(or stroke), which must be clear, articulated, and supple.” (E. RAPIN)
Based on my opinion, development of piano technique is an adaptable
practice more than universalized system, highlighting the performer’s
physiological individuality as a fundamental factor of pianistic success.
The anatomical specifity depends on finger uniformity and stability and
wrist elasticity.

THE DEVELOPMENT OF FINE MOTOR TECHNIQUE

(FINGER TECHNIQUE)

The evolution of piano technique offers a compelling reflection of
the broader trajectory of music itself. [Lila, 2024]

Fine motor technique, or finger technique begins to develop from
the student’s very first contact with the keyboard. It is called finger
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technique because it relates specifically to the mobility, efficiency, speed,
and uniformity (evenness) of the fingers in piano playing. However, all of
this cannot be achieved through the activity of the fingers alone, without
the participation of the adjacent parts of the apparatus: namely, the wrist
and the forearm. Their involvement is essential.

For this reason (although discussed previously), we will elaborate
further on the hand position and its connection to the adjacent parts of
the piano apparatus.

On the keyboard, the hand must maintain the form of a half-arch
(or dome-shape). This shape is decisively supported by the first and fifth
fingers, which serve as the supporting pillars of the wrist (though they
must always remain free). The other fingers must complete the half-arch
by resting their tips (or pads) on the keys. In this form, the hand should
be neither too rigid nor too soft, but elastic. The degree of this elasticity
is verified through the mobility of the wrist joint. That is the useful
freedom of the hand, its elastic and mobile connection with the fingers.
[Timakin, 1984] From this citation which coincides with my opinion, we
understand that accurate pianistic interpretation does not come from
rigidity but from a natural balance where the hand is flexible and free
from contractions, where the fingers move freely and without tension.

In piano playing, the fingers alternate one after the other. One is
playing while the next is in a state of readiness to perform its task. This
process is not difficult to execute, as one finger performs the action while
the others follow.

The transfer of weight from finger to finger is what requires the
most attention. It is very important that the piano performance not be
superficial; rather, the transfer (or addition of arm weight) from finger to
finger must be effectively realized.

During this process, the hand follows the fingers. Depending
on the textual demands of the work—whether involving the under-
passing of the thumb, the over passing of the third or fourth finger, or
small leaps—the hand constantly follows the fingers and executes the
necessary movements.
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Example 1
Allegro deciso J. S. Bach
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Chopin, etude op.10, no.12
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The hand, with its inherent elasticity, guides the fingers as they
move. Furthermore, in other instances involving compositions that
contain broader notation movement, the higher components of the
piano apparatus must also be engaged.The wrist joint can withstand a
large load, it allows the forearm and hand to rise and fall. [Krsic, 1990,
pg.45]

My opinion is that the wrist joint plays a key role in the
coordination of the pianistic movements, enabling the interpretative
physical aspect which directly influences interpretative controls in the
musical result.This is always done while prioritizing the element of
“freedom” for the entire arm.

It is important to emphasize that not every notional development
(graduated movement) requires the use of the entire piano apparatus.
This primarily depends on the technical-dynamic demands of the work.

The under-passing of the first finger and the over passing of the
third and fourth fingers is one of the most frequent technical-dynamic
elements, about which a substantial amount of literature has been
consulted and observed. The correct execution of these two elements
ensures the proper sonority and, specifically, sonorous uniformity
(evenness of tone).

At the moment of under-passing the first finger, the hand is
positioned in the direction of the shift (or change of position), while the
second and third fingers rapidly move after the hand’s change in position.
In the reverse direction (over passing), it is the fourth and third fingers
that execute the shift according to the same principle as the underpass.

During the transfer of the first finger, great care must be taken to
prevent the wrist joint from moving downward (a “downward thrust”).
Such a movement would create undesirable accents. Therefore, during
the transfer of the first finger, the wrist joint must remain in its previous
position as much as possible—to the extent that it does not cause strain—
thus avoiding any downward movement.

While discussing the use of the hand and wrist, we must certainly
mention the technique of rotation. Rotation is typically employed in
notation textures such as the following:
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Example 3

Allagro moaerato

In notation textures like those found in the C. Czerny Etude
for Rotation, the hand, in conjunction with the wrist joint, executes a
movement directed toward the leaps between the notes. As seen in the
example, we have successive leaps between sixteenth-note values. In this
case, when taking the lower key, the hand slightly bends to the left, and
when taking the higher key (note), it slightly bends to the right.

The goal of developing fine motor technique is to achieve speed,
purity, clarity, and sonorous uniformity (evenness of tone). To master
all these technical parameters, work must begin from the earliest piano
lessons.The clearer what needs ti be done, the clearer how it should be
done. [Neuhaus, 2000, pg.75] Bases on my opinion, the clearer the idea of
where we need to get to, the more structured the path to success. Goals
for achieving proper piano technique such as clarity, stability and speed
of fingers, turns the exercise into a directed and effective process.

To reach the perfection of these parameters, the fingers must be
subjected to a specific exercise “regime,” which, in a “slow-motion film,”
would proceed as follows:

o The rapid taking of the key with the fingertip (or pad).

o The release of the preceding finger.
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¢ The momentary release from pressure on the key.
o The rapid preparation of the subsequent finger over the next key.

ARTICULATION AND TONE PRODUCTION

Different methods of tone production exist, depending on the
demands of the musical work. Just lika language, music has its own
articulation. [Zlatar, 1998, pg. 116] Comparing the articulation of
words with the articulation of sound, I have the same opinion when
we say that musical language represents a variety of artistic expression
through artistic interpretation. The production of sound on the piano is
a diverse practice that adapts to the requirements of the musical work.
As mentioned earlier, all parts of the piano apparatus must cooperate
to achieve the best possible musical result. Neither the wrist joint, nor
the elbow, nor the fingers alone can perform their task without the
participation of another part of the piano apparatus. None of them can
be the sole source for creating tone color or sonorous force.

Therefore, when discussing methods of playing, we will mention
some of the signs of articulation (methods of tone production from
the keyboard) such as: legato, non-legato, and staccato. All of these
are commonly grouped in the consulted literature under the shared
terminology of “methods of tone production from the keyboard.”

Legato is indicated in the musical text by slur marks placed over
the notes. The initial explanation given to the student is that the notes
under the slur must be played connected without any aural interruption,
regardless of their pitch or duration.

How is Legato Realized?

It is a deep and connected method of tone production, where the
key is only released at the precise moment the subsequent note is struck.
During legato playing, the hand continuously follows the fingers, which
maintain an uninterrupted motion until the end of the slur. At this point,
the hand and fingers, assisted by the forearm, execute the cessation of
the melodic line.

Legato is achieved with a completely relaxed apparatus and the
finger depressing the key fully to the key-bed. At this juncture, it is
critical to emphasize the transfer of weight from finger to finger, which
imparts sonorous depth and the rounding of phrases.
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Non-Legato

Non-legato is the unconnected or separated manner of playing a
sequence of tones. When we say “unconnected,” care must be taken to
distinguish between staccato and non-legato. Beginner students often
confuse the request to play unconnected with playing notes in very
short values, thereby veering the required articulation toward staccato.
Therefore, non-legato signifies a separated manner of playing the tone
sequence, and by no means a shortening of their values.

In non-legato performance, the wrist joint is held parallel to the
piano keyboard. It is not advisable to hold it high, as while the fingers
have adequate strength, this may lead to contraction of the lower parts
of the apparatus. Holding the wrist joint too low is also inadvisable, as
the fingers lose their strength and efficiency, and it is fundamentally an
incorrect position.

Staccato

Staccato is the shortened manner of sounding a tone. To realize
staccato, the tone is taken actively and with force using the fingertip. We
say “force” because the tone must be quite short and percussive, which
is how the staccato effect is achieved. According to the way of taking the
notes, there are different way of playing, which depend on accuracy, vol-
ume, clarity and speed.[Krsic, 1990, pg 48] In my opinion, staccato is a
technique that requires high control and precision cognitive-motor co-
ordination.The realization of staccato is a process that involves volume,-
speed and clarity of the sound.

Staccato appears on quarter notes, eighth notes, and sixteenth
notes, and its execution shortens the value of the note it characterizes

Finger Staccato is realized solely through the fingers when the
dynamic requires p or pp, to achieve a light tone. The finger should
maintain its half-arch shape, and the key is taken with a small weight
load. The wrist joint must remain elastic.

Wrist Staccato is used for the interpretation of chords and leaps.
In these cases, the wrist joint must be elastic, and the entire arm must be
mobile (i.e., not contracted)

Elbow Staccato is realized when playing consecutive octaves.
Here, the elbow, together with the wrist joint, executes a movement just
before the prescribed notation text is played.
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Arm Staccato is used for larger dynamics and the interpretation
of grand leaps, chords, and octaves with dynamics up to ff. In this way,
the entire arm is used to realize the staccato with full effect. This method
achieves the required sonorous volume, considering both the dynamics
and the articulation.

THE DEVELOPMENT OF GRAND TECHNIQUE
(LARGE-SCALE TECHNIQUE)

The term Grand Technique (or, more specifically, weight
technique) itself indicates the realization of large movements within the
piano apparatus, involving the addition of hand weight (in passages with
greater dynamic gradation). This is always achieved while maintaining
the primary role of the fingers, the elasticity of the wrist joint, and the
mobility of the arm.

Under the umbrella of Grand Technique fall large leaps (from
key to key) and chords. In cases requiring major dynamic gradations,
the weight of the hand and arm is increased. Conversely, when a lower
dynamic is required, the weight of the arm is withdrawn, but the
hand weight remains, ensuring a deep and dynamically rounded tone.
Regardless of the specific dynamic level, the principle is collectively
termed Grand Technique.

Leaps

Executing a leap from one key to a distant key is not easy. It is
considered one of the most difficult elements of piano technique. Leaps
usually appear as accompaniment figures in the bass clef (left hand), but
they are also frequently encountered in the right hand as a melodic line
in piano literature. Large movements allow the pianist to most clearly feel
the contact rings on the entire system of the piano appartus. [Timakin,
1984, pg 126] According to this article, the control of the interpretation
is not only at the level of finger mobility but includes the coordination of
all parts of the body, contibuting to the quality of pianistic interpretation.

Execution and Practice of Leaps

When executing a leap, the hand moves in the shape of a half-arch
from one key to the next. At the moment of the leap, the hand executes
an upward motion, which can reach the height of the arm. To ensure
that leaps are secure and accurate, a series of technical leap exercises is
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recommended.

Slow Tempo Practice: Practice should first be done at a slow tempo.
For example, if there is a leap between two notes spanning an eleventh
(undecima), the leap should be repeated several times from one key to
the other until the student feels secure.

Repetitive Trajectory: The leap is first practiced from the first note
to the second (consecutively several times), and then vice-versa, from
the second to the first. This allows the fingers to maximally learn the
distance of the leap they are executing.

Body Posture and Visual Control

When notation figures present leaps in both hands, the performer’s
focus should be on the hand with the largest leap. Additionally, the posture
of the body on the bench must be centered precisely in front of the middle
of the piano; an incorrect body position can be a cause of leap failure.

In leaps, visual determination of the leap distance—that is,
establishing the distance between the keys—is also highly important.
The primary role in executing leaps belongs to the higher parts of the
piano apparatus (arm and shoulder), always guided by active fingers, as
they are the ones that will direct the entire arm to the correct target key.

Example 4
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L. V. Beethoven, Sonata A-flat major, Second Variation
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Chords

A chord is the simultaneous sounding of three or more musical
tones. In piano literature, chords appear at various pitches and dynamics
and may be requested for interpretation by both hands (in the bass or
treble clef).

Regarding dynamics:

When a chord appears with a dynamic of p (piano) or mf (mezzo-
forte), its interpretation should not involve a heavy loading of hand
weightWhen it is required to be played at louder dynamics like f (forte)
or ff (fortissimo), the entire hand unit (elbow, arm) is engaged.

Technical Execution of Chords

Due to the simultaneous sounding of three or more tones, playing
chords is not easy for students (in early musical education). Care must
be taken that all tones are played accurately—that is, they must sound
at the exact same time, and none of the chord tones should be struck
prematurely. The basic law in terms of sound in chords is the simultaneity
of the impact of each tone and the purity of the sound. [Krsic, 1990, pg.
65] My opinion is that the basis of the realization of the chord is the
full unity of sound and the simultaneous sounding of the three tones,
creating a proper balance and harmony. A very important element is the
purity and clarity of sound, contributing directly to unified and artistic
sounds.This is a common problem in chord interpretation among
primary music school students (because the technical development of
their hand is not yet at the required level). Therefore, it is advisable to
practice chords first in a slow tempo, with the active taking of all tones
using fixed and stable fingertips and an elastic wrist joint.

TONAL DIFFERENTIATION

Another crucial point in chord playing is the differentiation of
tones (or voicing). Typically (though not always), the upper tone is the
one that should be differentiated—heard more prominently—than the
others. In this case, the finger playing the upper tone (the third, fourth,
or fifth finger) must exert more force or receive a slightly greater weight
load than the other fingers playing the chord.
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Practicing Chord Sequences

In cases where a sequence of chords is presented, the tones of the
chord must be sustained or listened to until the end. When encountering
a new technical element, it is always advisable to practice that spot in
a slow tempo to achieve maximum technical efficiency. Thus, one takes
the first chord with active fingers, with the upper tone dynamically
emphasized, and at the last moment, the hand, along with the fingers,
shifts to the next chord.

Chord sequences can also be practiced in other forms, such as with
finger staccato without adding arm weight. This greatly aids in achieving
security and precision when changing chords and also contributes to
reaching speed and lightness in the interpretation of the sequence.

Example 5
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CONCLUDING SYNTHESIS
OF PIANO TECHNIQUE

In summation, piano technique is a holistic discipline that
integrates the fine motor skills of the fingers (for clarity, speed, and
uniformity of tone) with the Grand/Large Technique of the entire
apparatus (arm, elbow, and wrist) for dynamic power and the execution
of leaps and chords. The foundation lies in establishing a natural, elastic
hand position and cultivating finger independence. No textbook can
accurately define what the interpretation of a musical work represent.
When the pianist is an artist, he delves into his creative essence and
makes us think about the art. [Zlatar, 2000, pg.7] Based on my opinion,
piano technique is one of the constituent elements of piano performance,
which encompasses a wide range of work requirements that contributes
correct performance. Based on this, the proper execution of technical
tasks directly contributes to deep artistic interpretation at the appropriate
aesthetic content level.

The pianistic technique is a neuro-motor process, wherein the
interaction between brain function and physical motor skills plays an
important role in fulfilling technical demands and tasks.

Based on personal pedagogical experience and long-term
monitoring of performers’ responses to technical demands, it turns
out that active listening (working on piano technique with increased
attention) is the key to success in achieving technical tasks. The
advanced cognitive-motor aspect is a connecting bridge between mental
practice and physical exercise as an innovative element of work in piano
technique.

Ultimately, the entire technical regimen—from the nuanced
articulations of legato, non-legato, and staccato, to the mastery of weight
transfer and rotary movement—serves the singular, overarching goal of
realizing the composer’s artistic interpretation with maximum sonorous
depth and precision, avoiding contraction, and ensuring every physical
action is driven by an attentive musical ear.
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LOGICAL ARRANGEMENT OF THE SEPARATE
SONIC EVENTS: ARNAOCUDOV'S QUALIA

BEGUM BENSU UNSAL (TURKEY)!

NOTMYECKA OPTAHU3AUNA HA OTAEAHUTE 3BYKOBU
CbBUTUA: QUALIA HA APHAYAOB

BETTOM BEHCY YHCAJI (TYPLIV1)2

Abstract: This study sets out to explore the concept of Qualia:
Observations from the Island by the contemporary Bulgarian
composer Georghi Arnaoudov, focusing on the creative and
performative aspects of interpreting a current composer’s
work. The research was conducted through an interview with
Arnaoudov and an analysis of the score and a live performance.
Key findings from the study include the conclusion that Qualia
functions as a “sonic event,” requiring deep engagement from
both performer and listener.

The analysis demonstrates that Qualia deviates from conventional
musical narratives, instead prompting personal reflection and
subjective perception, akin to the philosophical concept of
qualia. It is evident that, for those engaged in the performance
of the work, the demands of the task extend beyond the realms

1 Begiim Bensu Unsal is a Phd Student at New Bulgarian University, PhD Pro-
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of technical accuracy. Indeed, it is the case that the performance
demands interpretive depth, creativity, and close collaboration
with the evolving vision of the composer.

Keywords: Qualia, Arnaoudov, Violin, Musical Analysis, Sonic
Event

Pestome: Tazy craTus MMa 3a I/l fla IPOYYM KOHLENLMATA Ha
Qualia: Habntoodenus om ocmpoéa Ha ChbBpeMeHHMs ObIrapCcKu
komnosutop leoprnm ApnaygoB. PoKychT Ha aBTOpa € BBPXY
TBOPYECKITE ¥ USII'B/IHUTENICKITE aCIIeKTI Ha MHTepIpeTaysTa
Ha TBOpOara Ha aKTVBEH B JHEIIHO BpeMe KOMIIO3UTOp. VI3cen-
BaHEeTO € IIPOBEJIeHO Ype3 MHTEPBIO C APHAY/IOB, aHA/IM3 Ha Iap-
TUTypara U MyO6nn4HO U3IbIHeHre. EXHU OT OCHOBHUTE U3BOAK
OT IIPOYYBAHETO BKJIIOYBAT 3aK/II04eHIeTo, 4ye Qualia dyHkumo-
HJpa KaTo ,3BYKOBO CbOMTHME", M3UCKBAIO ABIOOKA aHTaKMpa-
HOCT KaKTO OT U3II'B/IHUTEIIA, TaKa M OT CTyLIATeNA.

AnamusbT mokasBa, 4e Qualia ce OTKIOHABA OT KOHBEHIMO-
Ha/IHUTE MY3UKaJIHM HapaTUBY, KaTO BMECTO TOBa IIPOBOKMpA
NMMYHa pedieKcys U CyOeKTUBHO BB3IpUATHE, IO0OHO Ha Gu-
nocodckara KoHIenuusA 3a kBama. O4eBUIHO e, Ye 3a aHTaXKI-
paHUTe B M3II'BIHEHNETO Ha IPOM3BEJIEHNETO U3UCKBAHMATA
ce TIPOCTUPAT OTBBJ, IPAaHNINTE HA TeXHMYECKaTa KOPEKTHOCT.
BchbIHOCT M3IIB/THEHMETO M3UCKBA MHTEPIIPETATUBHA ABI00YN-
Ha, KPeaTVBHOCT U TACHO CBTPYFHUUYECTBO C IIOCTOSIHHO Pa3BU-
BalljaTa ce BU3MA Ha KOMIIO3UTOPA.

Knmwouosu oymu: Qualia, ApHaynoB, IMrynaka, My3MKajeH aHa-
Jn3, 3BYKOBO CHOUTHE

1. INTRODUCTION

There are certain difficulties and challenges associated with
performing the works of a living composer. Navigating the performance
of new music in today’s rapid-changing world is a complex and time-
consuming endeavor. Unlike the extensive historical resources and
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conventional, established interpretations available for masters like
Mozart and Beethoven, contemporary works are still evolving and their
realization relies entirely on the initial, direct interaction between the
composer and the performer. This essential, direct interaction becomes
necessary because the contemporary composer’s creative philosophy
fundamentally differs from the settled practices of past eras. The
challenge of realizing a new work thus requires the performer to delve
into the composer’s specific methods and conceptual world.

Arnaoudov’s compositional process reinforces the idea that
musical forms are continuously evolving structures rather than static
texts. He likens his methods to those of painters, noting that he slowly
sketches the contours of melodic lines, creates individual sonic events,
observes them, and tries to distance himself from the created sound
material. This process of intentional separation significantly aids in the
overall organization of the work’s flow and the logical arrangement of its
separate events.

In this study, I will examine the musical techniques used by
the composer to create this sonic event in the work entitled Qualia,
which describes all directions of an island. The exploration of musical
possibilities enables performers to refine their learning and practice
methods. This developmental work is key to translating the performer’s
creative concept into action, expanding the range of technical
possibilities available during performance preparation.

2. ARTISTIC REVIEW

Musical Background of Georghi Arnaoudov

Bulgarian born Georghi Arnaoudov is a contemporary composer
known for blending classical traditions with avant-garde techniques.
He was born in a well-known family with a strong musical tradition.
He studied at the National Academy of Music and later in Western
Europe, combining Eastern European folk music influences with
modern approaches. His music features a mix of traditional instruments
and electronic elements, exploring sound, silence, and the relationship
between different timbres. Arnaoudov’s works, often performed at
international festivals, showcase his innovative style, which bridges the
gap between past traditions and contemporary experimentation.
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“Qualia” is a term from philosophy that refers to the individual,
subjective experiences of consciousness. It encompasses the personal,
unique sensations we each have—like how we experience the color red
or taste chocolate—which can’t be fully communicated to others. In
philosophical discussions, Qualia are considered the core of conscious
experience, representing the “what it feels like” aspect of perception. This
is also known as the ‘hard problem of consciousness’, as Kim (1998) puts
it that “the stance you take on the problem of qualia [is] a decisive choice
point with respect to the mind-body problem” (p. 20).

Georghi Arnaoudov’s composition Qualia, Observations from
the Island, originally written for viola, is inspired by this concept. It is
structured in four sections, each representing one of the four directions
of an island: north, east, south, and west. And the piece explores the idea
of subjective experience through sound, capturing the essence of how
we each perceive the world in a deeply personal way. Just as qualia are
unique to each individual, Arnaoudov’s music invites listeners to reflect
on their own interpretations and emotional responses, blending sound
with the complexity of perception.

3. METHODOLOGY/ CREATIVE PROCESS

This study is an in-depth exploration of Georghi Arnaoudov’s
creative processes in the composing of Qualia, to provide performers
a roadmap. For this purpose, I have conducted an in-depth interview
with the composer on 20.12.2024. The study also analyzes the notations
and interpretive choices found in the manuscript, with a particular
focus on melodic and rhythmic ornamentation, as well as the dynamics
employed. For the musical analysis, by using a live recorded Youtube
video? as reference by Marta Potulska, viola and Victoria Choi, piano, I
constructed my own analysis.

4. MUSICAL ANALYSES

The first movement opens with three notes on the violin, which
repeat in varying dynamics and rhythms for nearly 20 measures,

3 https://www.youtube.com/watch?v=mHMDUallpUo&list=RDmHMDUallpU
o&start_radio=1
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accompanied by a wide sound range between the right and left hands
on the piano. The bell-like opening tone suggests a transcendental
atmosphere. It often features limited musical materials, steady pulses,
clear tonality, and repetitive patterns that slowly evolve over time.
Instead of complex structures, streamlined music focuses on creating
a hypnotic or meditative atmosphere through subtle variations. This
repetition and static harmony create a kind of meditative simplicity to
achieve a contemplative mood.

“I consider silence to be extremely important in contemporary
music. Let us acknowledge that modern individuals—and, by extension,
modern creators—seem to have a certain panic about emptiness, a panic
about silence, and they attempt to fill every void with whatever comes
to hand. The new understanding of silence in music, as it began to
emerge in the works of Anton von Webern, is a remarkable achievement
of contemporary compositional thought. It brings incredible joy—the
joy of resonance, of exploring new models for crafting sonic events and
arranging them” (Arnaoudov, 2024).

The silence, repetitive notes, and static harmony discussed in the
previous two paragraphs are evident in the opening measures of the
piece.

The composer places strong emphasis on the unique articulation
of each note, requiring the performer to engage in detailed analysis to
interpret and execute them precisely. This rhythmic complexity is more
prominent than the harmonic dissonance.

The second movement contains more melodic material than
the first, but the melodies are constructed over dissonant harmonies.
Dissonant harmonies in music refer to combinations of notes that create a
sense of tension, instability, or unresolved sound. These harmonies often
feel “clashing” or “uncomfortable” to the ear, especially when compared
to consonant harmonies, which sound more stable and pleasant.
Dissonance doesn’t imply that the music is incorrect or unpleasant—it’s
often purposefully used to convey emotional intensity, highlight tension
or conflict, or set up a resolution. In fact, dissonance and consonance
complement each other in music, creating contrast, drama, and a sense
of progression (Johnson-Laird et al., 2012).
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Figure 2. The wide sound range between the right and left hands on the piano

In this movement, the composer primarily employs the diminished
and augmented seventh, ninth, and fifth chords. Additionally, both
the rhythmic and harmonic elements reflect characteristics of Eastern
harmony, aligning with the suggestion in the movement’s title.

The third movement, which is connected directly into the fourth
with an attacca, is the most lyrical part of the piece. In this section,
Arnaoudov often employs chromatic intervals. Interestingly, the term
“chromatic” is derived from a Greek word that means “related to color.”
(Aktlize, 2004, p. 306). By incorporating tones outside the diatonic scale
on which the melody is built, the composer can introduce greater variety
and richness to the sound. The examples demonstrate the chromatic
intervals present in this short movement.
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In the last movement, titled West, dissonant chords consist of
complex rhythmic motion. The powerful and energetic passage,

introduced by the violin and built on quintuplets and sixteenth notes,
is later heard in the same way in the piano’s right hand. Adding accents
and dotted accents on each note was rather challenging because the
characteristics of each articulation can vary. The minor ninth chord that
enters in measure 149 is highly dissonant, creating a sense of unstable
tension waiting to be resolved.
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Figure 5. The accents and the dotted accents in the melody
of the fourth movement.
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5. REFLECTIONS

Although the piece follows a streamlined structure, as emphasized
above, it has certain challenges for performers. First of all, the
temperature changes rapidly from very serene to passionate in a brief
period. The performer needs to reflect that increase in the intensity of
emotion clearly and strongly, which is always a challenge. Moreover,
although there are repeated themes across the piece, they have different
accentuations, which requires greater precision and nuance on the side
of the performer.

During the performance, I realized that the role of a performer is
not limited and confined to common interpretation such as dynamics,
tempo, rhythm and slurring but involves a deeper interpretative
engagement with the music and the composer. Articulations became a
tool to enhance the performer’s creativity, allowing for interpretation
that both complements the musical style and reflects the performer’s
individual preferences. This allowed for a shift in expression and the
exploration of different sounds, colours, and textures, emphasizing the
character of the piece and the emotions associated with it.

As a performer who values nuance and sophistication, these
structural characteristics of the piece gave me freedom to reflect my
musical range as an artist. Therefore, I found the experience quite
rewarding and rich.
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6. CONCLUSION

Consistent with the composer’s stated intent, Observations
from the Island operates as a carefully constructed sonic event—one
that elicits an immersive auditory experience for the listener while
simultaneously demanding a heightened level of interpretative and
expressive engagement from the performer. The work unfolds through
sparse textures, extended silences, and subtle dynamic shifts, which
collectively challenge traditional notions of musical form and narrative.
The frequent use of unconventional timbres and carefully controlled
articulation blurs the boundaries between sound and silence, reinforcing
the impression of an isolated environment, detached from external time.
In this way, the piece not only embodies the metaphor of the “island” as
a place of solitude and reflection but also transforms performance into
an act of sonic observation, where both the musician and the audience
engage in a shared, contemplative listening experience.
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OF THE LATE PIANO SONATAS (OP. 109 AND
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NHOBALIW/ BbB BAPMALMOHHUA LMKDBA HA
KbCHWUTE COHATU 3A MWAHO (0M.109 1 0. 111)
HA AYABUTI BAH BETOBEH

ITAHWMEJIA VJINY (CBPBMS)?2

Pestome: ToBa uscnenBaHe IpeAcTaBs aHaIM3 HAa MY3UKaTHUTE
HOBOBBBeJIeHIIsI, IPUMePU 32 KOUTO ca JoOpe M3BECTHU MUAHO
coHaTy Ha beToBeH, B YacTHOCT TpeTara yacT Ha CoHara B MU
Maxkop, on. 109, u Bropara yacT Ha CoHara B o MUHOpP, oII. 111.
OcHoBHMAT (OKYC Ha TOBA M3C/IEIBAHE € Pa3BUTHETO HA Bapua-
IIMOHHMA LMKDI KaTo CPeCTBO 3a BbTPeEIlIeH ANAJIOT U JYXOBHA
TpaHcdopmans, KOeTo 3HAYUTETHO HATXBBP/IA 00XBaTa Ha Tpa-
OVIIVIOHHNTE K/IacM4ecK) MOJeN) Ha OpHaMeHTa/IHM Bapualiiu.
Cratuara npeHTHUIUpPA CTPYKTYPHU, TEMAaTUYHU U eKCIIpe-
CUBHM VHOBaIy, 9pe3 KouTo beToBeH IpeBpbIa KOHIENIIA-
Ta 3a BapuauuATa B MeTadmandeH npoiec. AHaIM3BT U3NON3BA
CpaBHUTEJIEH TIOAXOM, KaTo ce OIMpa Ha pefulla My3UKOBENCKM,

1 Dr. Danijela Ilic is a lecturer at the University of Ni§ (Serbia), Faculty of Arts,
e-mail: ilicdanijela51@gmail.com

2 [I-p Jaumena Vinmy e npenonasaren B yHuBepcutera B Hum (Cop6us), Pa-
Ky/ITET 110 U3KyCcTBa, e-mail: ilicdanijela51@gmail.com
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€CTeTMYECKM Y aHAMIUTUYHY M3TOYHMIY OT PasIM4IHM €3UKOBI
tpaguuuy. HacrosmoTo mscinegBaHe mocTaBs OCOOEH aKIEHT
BbPXY IIEHKEPUAHCKIA C/IOJ Ha aHA/IN33, KAKTO M BHPXY IIOAX0a
Ha beToBeH KbM BpeMeTo, puTbMa 1 3ByKa. Pasrnenana e u KoH-
LENIATa 3a TUIINMHATA KaTO eJIeMEeHT Ha My3MKajHara ¢popMma.

Kntouoeu oymu: beroBeH, Bapuaiuy, coHara, om. 109, om. 111,
Bapuauyn

Abstract: This paper provides an analysis of musical innovations
as exemplified by Beethoven’s renowned and established piano
sonatas with specific reference to the third movement of the So-
nata in E-Major, Op. 109, and the second movement of the So-
nata in C-Minor, Op. 111. The focus of this study is the varia-
tional cycle development as a medium for the internal dialogue
and spiritual transformation, which extends significantly beyond
the scope of traditional classical models of ornamental variations.
The paper identifies structural, thematic and expressive innova-
tions through which Beethoven transforms the variation concept
into a metaphysical process. The analysis employs a comparative
approach, drawing upon a range of musicological, aesthetic and
analytical sources from multiple idiomatic traditions. This study
places particular emphasis on the Schenkerian layer of analysis,
as well as Beethoven’s approach to time, rhythm and sound. The
concept of silence as an element of musical form is also explored.

Keywords: Beethoven, variations, sonata, Op. 109, Op. 111, va-
riations

1. INTRODUCTION

The mature piano sonatas of Ludwig van Beethoven represent the

pinnacle of his creative work and a symbol of spiritual transformation
within the Western musical tradition. Sonatas Op. 109, Op. 110 and
Op. 111 collectively form a triptych, in which a variational form evolves
from the domain of purely musical expression to that of philosophical
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and aesthetic contemplation. In the Op. 109 and Op. 111, the variational
cycle is characterised by the transformation of a theme, whereby it evol-
ves from a concrete motive to an abstract, almost spiritual substance.

In traditional classic frames, variations served a decorative
function and demonstrated the performer’s virtuosity. However, with
Beethoven, a radical change in the model becomes evident. Variations
in sonatas such as Op.109 and Op.111 no longer represent mere external
theme modifications, but rather, they signify an internal transformation
in the identity of the sonata form itself. As Kinderman has previously
indicated, the variational structure in mature sonatas can be interpreted
as a representation of an artistic allegory of a cognitive process [Kinder-
man 2009a, p. 214].

The present paper aims to explore the manner in which Beethoven
(Ludwig van Beethoven) achieved formal and expressive innovations in
the third movement of the Sonata in E major (Op. 109) and in the final
(second) movement of the Sonata in C minor (Op. 111), representing the
pinnacle of his mature style. The following three aspects should be given
particular attention:

The structural peculiarities of the variational cycle are of particular
interest.

Secondly, it is proposed that sonic and harmonic innovations
function as carriers of transcendental meaning.

Thirdly, the concepts of time and silence are to be considered in
relation to artistic space.

The methodological approach combines analytical and aesthetic
models from a variety of theoretical schools. The sources are of a
multinational nature: The selection of languages includes Serbian,
Bulgarian, Russian, Croatian, English, Italian, Dutch, Greek, French,
German, Spanish, Czech, Hungarian, Slovenian, Polish, Romanian,
Turkish, Chinese and Japanese, enabling a comparative analysis of a
broader cultural context in which Beethoven’s variations can be situated.

2. THE THEORETICAL-ANALYTICAL FRAMEWORK

The notion of musical variation underwent a complex evolution
during the 18th and 19th centuries. Initially regarded as a mere deco-
rative process within a classical form, it subsequently evolved into
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an ideological-symbolic language that became the very essence of
Beethoven’s mature style. While the variations with Mozart (Wolfgang
Amadeus Mozart) and Haydn (Franz Joseph Haydn) often represent the
technical demonstration or an elegant play within the given form and
harmonic structure, Beethoven in his mature sonatas transforms the
variation concept into a process of internal spiritual development.

In various countries, a number of terms are employed: variations,
theme with variations, variation cycle, to name but a few. In the textbook
used in Serbia (earlier in Yugoslavia), the authors Dusan Skovran and
Vlastimir Peri¢i¢ use the term ‘Themes with variations’, classifying
them as ornamental, character and counterpoint (according to the
manner of varying) [Skovran i Peri¢i¢ 1986, p. 155-172]. In his textbook
for secondary school, Bulgarian composer Penc¢o Stojanov provides a
classification of the variational form into two basic types: strict and free.
The pieces under consideration are as follows:

a) Baso ostinato

b) Soprano ostinato

¢) Ornamental variations

d) Free variations [Stojanov, 1988, p. 144-145]

The Russian author I. V. Sposobin has designated these as “Theme
with variations” or “Variational form” and has classified them as strict.
As stated by Baso (1980, p. 159-177), the ostinato, ornamental and
free variations are noted, with the acknowledgement that the ‘double
variation’ is also present, as previously mentioned by the same author in
his textbook for faculty students, ‘Double and multi-theme variations’
(1995a, p. 52-57).

In his piano sonatas, Beethoven incorporated a paucity of
variations, as evidenced in the following movements: the second sonata
movement, Op. 14 No. 2; the first sonata movement, Op. 26; the second
movement, Op. 57; and, ultimately, the third movement, Op. 109, and
the second, which also functioned as the final sonata movement, Op. 111
(his final piano sonata).

2.1. Analysts’ Opinions regarding Variations in op.109 and

op.111
Réti’s (1967) argument asserts that the variation present within
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Beethoven’s sonatas signifies “a movement within the form - process
of continuous thinking” [Réti 1967a, p. 89]. The sequence of changes
is no longer linear; rather, it is an organic whole that maintains the
inner dynamics of both consciousness and musical idea. In this sense,
the variational cycle in Op. 109 and Op. 111 functions not only as a
compositional process, but also as a metaphor for a spiritual journey.
Through a series of sound transformations, the listener is able to
experience enlightenment, silence, or apotheosis.

As Kinderman (2009b, p. 217) observes, Beethoven employs
variation as a medium for philosophical exploration of the theme. In
his analysis of the second movement Op. 111 (Schenker 1976, p. 34),
Schenker emphasises that, during the final variations, the classical
hierarchy of functions is dismantled, with each harmonic unit becoming
an independent element within a broader metaphysical continuum. This
phenomenon is essentially new in the history of music and represents
Beethoven’s deviation from the classical notion of “form as stability”.

C. Rosen [Rosen 1988a, p. 201] conceptualises mature variations
as a “drama of inner development”, whereby each subsequent phase is
characterised by a dynamic interaction with the preceding one. This
phenomenon is most evidently observed in the transition from the initial
theme to the first variation in Op. 109, where a melodic line undergoes
decomposition into microcomponents, concurrently approaching a
rhythm that mirrors speech expression.

In Op. 111, this process attains a state of absolute synthesis. In
‘Arietta’, the rhythmic and tonal framework are gradually deconstructed
to the threshold of silence, engendering an impression of ‘time
suspension’ [Lee 2003, p. 57]. This process can be regarded as a significant
innovation within Beethoven’s mature style, characterised by the absence
of contrast and the development of inner continuity, culminating in an
experience of timelessness.

In the third to sixth variations, Stojanov [1995b, p. 34] asserts that
the transformation in the piece texture engenders the desired contrast.
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3. AN ANALYSIS OF SONATA IN E MAJOR, OP. 109

The third movement of Sonata in E major, Op. 109, marked as
Gesangvoll, mit innigster Empfindung, consists of a theme, six variations
and a Coda. This cycle does not represent a classical sequence of con-
trasts, but rather a process of progressive spiritual transformation.

The musical theme is characterised by its simplicity and intimacy;,
and is presented in the key of E-major. It adopts a simple binary form,
with occasional appearances achieved by varied repetition of sections.
The melody is characterised by its almost archaic quality, marked by
a reduction and symmetry. However, from the very first bar, there is a
subtle suggestion of harmonic shifts, which serve to unveil the inner
space of the piece.

3.1. Structure and Tonal Plan of a Variational Cycle

Table 1. The subject is the indication of tempo or expression, form,
variational cycle, time signature (III movement) in the Sonata in
E-major, Op. 109, as stated in the Peters edition.

Variation | Tempo and character, Essential innovations of form
form, time signature and | and expression
tonalties

Theme Andante molto cantabile ed | A simple melody of a prayerful
espressivo character; stable harmonic
Form: a: || :b: || basis as the foundation of
Time signature: 3/4 transformation  [Kinderman
Main tonality: E-major 2009c, p. 215; Marston 1995,
Transitional/secondary p. 51; Murphy 2013, pp. 60—
tonalties: 64].
A-Major  (subdominant),
H-Major (dominant),
passing chords of gis-minor
and fis-minor [Schenker
1991a, p. 39].
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Variation

Tempo and character,
form, time signature and
tonalties

Essential innovations of form
and expression

|
Variation

Molto espressivo

Form: a: || :b: ||

Time signature: 3/4

Main tonalty: E-Major
Transitional/secondary
tonalties: cis-minor,
A-Major, fis-minor [Rosen
1988c, p. 204].

Ornamental elaboration of the
theme; polyphonic thickening
replaces homophony; harmonic
accents take on the role of an
internal impulse [Kinderman
2009, p. 245; Murphy 2013,
pp. 67-69]. harmonic accents
take on the role of an internal
impulse.

11
Variation

Laggiermente terenamente
Form: aalbbl

Time signature: A la breve
Main tonalty: E-Major
Transitional/secondary
tonalties: A-Major, h-minor,
Fis-Major, gis-minor [Réti
19670, p. 91].

The first rhythmic innovation —
strings in sixteenths create the
impression of a continuous
flow; the boundary between
theme and variation is erased
[Réti 1967¢, p. 91; Kinderman
2009, p. 245; Murphy 2013,
pp. 70-72].

I
Variation

Allegro vivace

Form: aalbbl

Time signature: 2/4
Maintonalty: E-Major
Transitional/secondary
tonalties: Fis-Major,
h-minor, D-Major, G-Major
[Schenker 1991b, p. 87].

Reverse counterpoint
between the hands (double
counterpoint); the chromatic
line introduces an element of
internal tension [Réti 1967d,
p. 52; Kinderman 2009, p. 245;
Murphy 2013, p. 73-74].

Basic innovations of form and
expression: the introduction
of imitations, contrapuntal
relationships and chromatic
shifts [Réti 1967d, p. 52].
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Variation

Tempo and character,
form, time signature and
tonalties

Essential innovations of form
and expression

v
Variation

Etwas langsamer, als das
Thema

Form: a: || :b: ||

Time signature: 9/8

Main tonalty: E-Major
Transitional/secondary
tonalties: H-Major,
E-Major, cis-minor, fis-
minor [Kinderman 2009d,
p. 224].

A return to a more leisurely
pace; transparent texture and
vibrating texture; character
of meditation [Rosen 1988d,
p. 203; Kinderman 2009,
p. 245].

\%
Variation

Allegro, ma non troppo
Form: aalbb1b2

Time signature: A la breve
Main tonalty: E-Major
Transitional/secondary to-
nalties: C-Major, A-Major,
H-Major, gis-minor [Kin-
derman 2009, p. 227].

Fugheta in alla breve time
signature; energetic imitative
treatment of the theme between
voices; preparation for the
return of the theme in the VI
variation [Kinderman 2009,
p. 245; Marston 1995, p. 91].

VI
Variation

Allegro, ma non troppo
Form: aalbbl

Time signature: 3/4

Main tonalty: E-Major
Transitional/secondary to-
nalties: h-minor, Fis-Major
[Kinderman 2009f, p. 228].

The return of the theme in an
ideal, purified form (Tempo [
del tema); the texture becomes
transparent and calms down
to silence [Kinderman 2009g,
p. 229; Rosen 1988e, p. 204].

Theme
(within
variation
VI)

Cantabille

Form: ab

Time signature: 3/4

Main tonalty: E-dur
Transitional/secondary to-
nalties: H-Major, A-Major
[Kinderman 2009, p. 230].

Essential innovations of form
and expression: closing of the
cycle through spiritual reso-
lution; the theme transforms
into the silence [Rosen 1988e,
p. 204].
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As illustrated in Table 1, the third movement variation cycle of
the Sonata in E-Major, Op. 109, is structured and planned in a specific
tonal manner. The cycle comprises a theme, six variations, and a return
to the theme at the conclusion (Each variation introduces a specific
transformation in terms of form, time signature, texture, and tonality.

As demonstrated in Op. 109, Beethoven’s innovative approach in-
volves the disruption of the conventional hierarchical structure between
the theme and its variations. In contrast to the customary approach of
perceiving each variation as a discrete transformation, Beethoven em-
ploys an organic development arc, in which each subsequent variation is
derived from the preceding one.

3.2 Analytical Review

The third movement of the Sonata in E-Major, Op. 109, is widely
regarded as the pinnacle of Beethoven’s mature style, and is considered
to be one of the most subtle realizations in a variation form. The thematic
material is developed through six variations, adding Coda as the end of
the cycle, and it is maximally reverted to in every respect.

In relation to the form, the theme is characterised by a simple
binary form, expressed as a: || :b: || , within a 3/4 time signature.

1. The following music example is provided for reference: The
thematic material is diatonic with cantabile elements clearly delineated
with periodic phrases that exhibit a tranquil rhythm and a homophonic
texture.

Gesangvoll, mit innigster Empfindung
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The initial variation maintains the fundamental character of the
theme, yet introduces a discrete movement in the accompaniment, cha-
racterised by light rhythmical changes and ornamental elements. In
terms of its formal structure, the form is characterised by a time signa-
ture of |||||| in a time signature of *,. In this piece, Beethoven master-
fully crafts a nuanced portrayal of internal tension, juxtaposed against a
tranquil exterior.

The second variation is characterised by a brighter, almost pastoral
atmosphere. The polyphony is subtly developed, with the right hand
assuming the role of melodic elaboration. The alterations in dynamics
and articulation contribute to a sense of spontaneity.

The third variation is indicative of an evolution towards more
introspective expression. The harmonic plan is disseminating across
the modulations in F-Major, H-Minor, D-Major and G-Major, while
the melody is becoming less rhythmic and more contemplative. At this
juncture, Beethoven offers an initial indication of the process of spirit-
ualisation of the theme. It is the contention of P. Stojanov that specific
rhythmical complexes, when positioned at a maximum distance from
the theme, assume the role of an unifying factor. [Stojanov 1995c¢, p.32].

2. The following notated example is provided for reference: The
third variation is characterised by a combination of harmonic instability
and contrapuntal complexity. This constitutes the culmination of the
dramatic tension within the cycle, as delineated in bars 15 to 17.
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The fourth variation introduces greater contrast, with a faster
tempo and more energetic rhythmic patterns, which collectively imbue
the piece with a toccata character. The tonalities encompass H-Major,
E-Major, cis-minor and fis-minor, thereby engendering a sense of a
dynamic interplay between the material and conceptual domains.

3.The following music example is provided for reference: The fourth
variation is characterised by the reintegration of tonality, homophonic
texture, a gradual diminution of intensity, and the preparation for the
fifth virtuosic variation, which extends from bars 1 to 3.

Var. IV

Etwas langsamer, als das Thema

Un poco meno andante cio é un poce pitt adagio come il tema .
—

The fifth variation involves the return of the piece — the rhythm
becomes more tranquil, and the texture becomes transparent. It is
evident that the texture of the piano composition is indicative of
an improvisational spirit, whilst the melodic line evokes the lyrical
expression that characterised the opening theme.

4. Next music example is provided for reference: The fifth variation
is characterised by a high degree of complexity in the harmonic func-
tions, with the latent surface predominating over the vertical aspects, as
delineated in Bars 1 and 2.
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In the sixth variation, Beethoven attains a state of spiritual
transcendence. The mark Allegro, ma non troppo and Tempo I del tema,
“(...) brings the state of piece and purification” [Schenker 1991c, p. 34].

The theme is the final stage in the transformation of the theme.
Beethoven returns to the fundamental tonality of E-Major, albeit in a
purified and almost non-material form. The invoice is composed of calm,
transparent and static elements; the rhythm fades away into silence. In
this final section, the auditory element is integrated with the meditative
practice, whereby the variation becomes the cognitive process and the
theme is conceptualised as an idea. It is therefore evident that Beethoven
brings the cycle to a conclusion, thereby obliterating the boundary
between musical and spiritual expression.

5. In the following notated example, the introductory segment of
the cycle is represented by the note of A. This segment is regarded as
the introspective climax of the cycle. It is evident that the deceleration of
the tempo and the augmentation of the harmony engender a meditative
quality, which is exemplified from bar 1 to bar 8. Moreover, the thematic
variety and repetition ultimately culminates in the thematic closure of
the cycle, as demonstrated from bar 12 to bar 19.
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4. ANALYSIS OF SONATA IN C-MINOR, OP. 111

The second movement of Sonata in c-minor, Op. 111 (Arietta:
(Adagio molto semplice e cantabile) is widely regarded as one of the most

mystical movements in the entire piano literature. In this composition,

Beethoven departs from the traditional classical conception of time flow.

The variation is transformed into the domain of the inner experience,

»

«

which the composer has termed “the time meditation”. This is charac-

terised by a gradual transition from sound to silence.
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According to Rosen, “Arietta is Beethoven’s purest manifestation
of the idea that music may become the metaphor of eternity” (Rosen,
1988f, p. 207). In contrast to the variation in Op. 109, where the process
is directed towards growth and expansion, in the second movement of
Op. 111, the contraction - reduction to the essence - takes place. In this
variation, the process is no longer development, but transfiguration.

4.1. Formal Structure and Characteristic of the Cycle

As demonstrated in Table 2, the tempo or expression, form, and
kind of variation cycle bar (II movement) of the Sonata in C-Major,
Op. 111, is designated as such according to the Peters edition.

Tempo and character, form,

Essential innovations of

Form: a: || :b: ||

Time signature: 9/16

main tonalty: C-Major;
Transitional tonalties:
G-Major, F-Major; Lydian
colouring in IV

[Troncon 1992b, p. 29]

Variation | . . . form and expression

time signature and tonalties q

(with sources)

Theme Adagio molto semplice e (...) meditational character;
(Arietta) | cantabile stable harmonic basis.

Form: a: || :b: || [Rosen 1988g, pp. 342-343].

Time signature: 9/16

Main tonalty: C-Major;

Transitional tonalty: a-minor

[Kinderman 20091, p. 302—

303; Troncon 1992a, p. 28]
I Adagio molto semplice e Ornamental elaboration
variation | cantabile theme;

micromotive development;
subtle rhythmic revival
[Kinderman 2009; pp.
304-305; Rosen, 1988h,
pp. 344-345].
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Tempo and character, form,

Essential innovations of

Main tonalty: C-Major;
Transitional tonalties: As-
Major, f-minor, Des-Major
[Troncon 1992e, p. 30]

Variation | . 3 3 form and expression
time signature and tonalties .
(with sources)
II Listesso tempo; Wavy phrasing;
variation | Form: a: || :b: || Fluidity of harmony.
Bar: 6/16 [Kinderman 2009k, p. 307;
Main tonalty: C-Major; Rosen, 19881, p. 346].
Transitional tonalties:
A-Major, F-Major, d-minor
[Marston 1995a, p. 221;
Troncon 1992c¢, p. 29]
I L’istesso tempo; Movements continuum
variation | Form: a: || :b: || (sixteenths/triplets);
Time signature: 12/32 ‘movement in piece’;
Main tonalty: C-Major; Increased inner dymanics.
Transitional tonalties: [Rosen 1988;, p. 347].
E-Major, e-minor, a-minor
[Kinderman 20091, p. 308;
Troncon 1992d, p. 30]
IV varia- | Form: aalbbl Polyphony and synkopes;
tion Time signature: 9/16 layered rhythmical structure.
Main tonalty: C-Major; [Rosen 1988k, p. 349].
Transitional tonalty: a-minor
Episode Form: fragmental structure Synkopes, cross-rhythm,
(inter- Time signature: 9/16 extended harmony
lude) Basic tonalty: C-Major; [Kinderman 2009m,
Transitional: Es-Major, pp-311-312].
A-Major, Fis-Major
[Marston 1995b, p.226]
\Y% Form: ab Lyrical departure, registral
variation | Time signature: 9/16 changes; ,,bridge* towards

the final takeoff.
[Troncon 1992f, p. 30;
Kinderman, 2009n, p. 310].
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Essential innovations of
Tempo and character, form,

Variation | . 3 . form and expression

time signature and tonalties q
(with sources)

VI Form: ab + coda (which Return of the theme in an

Variation/ | continues on the sixth idealized form;

Coda variaton) Sound dematerialization;
Time signature: 9/16 Silence as an expression.
Main tonalty: C-Major; [Kinderman 20090,
Transitional tonalties: pp. 313-314; Troncon 1992h,
As-Major, Ges-Major; p. 31; Schenker, 1991d,

Calming down in C-Major p. 207].
[Troncon 1992g,p. 31; Rosen,
19881, p. 351]

4.2. Analytical Review

It is evident that the second movement of the Sonata in C minor,
Op. 111, represents one of the most significant expressions of Beethoven’s
creative genius. The theme is established as the foundation for a sequence
of transformations that extend beyond the confines of classical form,
thereby entering the domain of inner spiritual transformation in music.

In the thematic material, a simple binary form is identified (ab),
which is then gradually decomposed and transformed into pure sound
meditation. [Kinderman 2009p, p. 214].

6. The following example is provided for illustrative purposes:
The musical theme is characterised by a sense of calm and cantabile,
incorporating clear, periodic phrases in the key of E-major and a deli-
berate, slow tempo.

Arietta
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In the initial variation, the rhythm becomes more agile, with the
theme acquiring the pulsation of the eighth note. This functions as a
metaphorical representation of respiration, akin to the intrinsic rhythm
of the soul [Réti 1967, p. 88]. In the second variation, the figuration
stimulates the enrichment of the melodic profile through the addition
of a large number of additional tones, thereby contributing to the
achievement of a more pronounced effect. [Stojanov 1995d, c. 37].

The third and fourth variations introduce a marked alteration to
the expression. It is evident that harmonic space is expanding, and the
linear structure of the melody undergoes a transformation into rhythmic
energy [Schenker 1991e, p. 33]. In this composition, Beethoven employs
polyrhythmics and syncopated accents, thereby creating a tension
between the rational order and the composer’s internal freedom. [Rosen
1988m, p. 201].

7. The subsequent music example will illustrate this point: The
third variation is characterised by an acceleration in tempo and an
enhancement in the virtuosity of the performance. The right hand plays
thirty-second notes, while the left hand provides accompaniment in the
form of chords and arpeggios. This variation marks an introduction to
technical complexity.

The fourth variation is succeeded by an episode, which functions as
the moment of purification. The rhythm is calming down, the harmony
is being diluted, and the tones hover in the upper register, creating the
feeling of raising above the material [Schenker 1991f, p. 34]. In this work,
Beethoven approaches the concept of “internal sound,” a notion he had
previously alluded to in the sonata, Op. 109 [Kinderman 2009q, p. 226].

The fifth variation represents a departure from the customary
musical style, characterised by a lyrical composition that evinces a dimi-
nution in dynamic intensity. This is accompanied by a shift in register,
which engenders a sensation of ascent and descent, thereby creating a
sense of transition between the material and the spiritual realms. As
Troncon (1992f, p. 30) and Kinderman (2009, p. 310) have demonstrated,
it functions as a conduit to the ultimate take-oft of the cycle.
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L’istesso tempo
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In the sixth variation, Beethoven attains the zenith of the process
of dematerialization of sound. The thematic material is presented in
an idealised and almost weightless form, whereby the texture becomes
increasingly transparent and the sound gradually dissipates into silence.
The coda, an integral part of the sixth variation, completes the cycle as
an absolute calm: the theme is extinguished, but not as an end, but as
transcendence [Kinderman 20090, pp. 313-314; Schenker 1991e, p. 207].

8. The following example is provided for reference: In conclusion,
the coda is characterised by the rapid execution of scales and arpeggios,
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the establishment of connections between motives from previous
variations, the utilisation of dynamic contrasts, and the culmination in a
robust ending in E-major.
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The recurrence of the theme and its particulars in figurations
connects variations into the cycle: in the final variations of the second
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movement of the sonata, Op. 111, the theme emerges in a barely noti-
ceable form [Stojanov 1995e, p. 38]. In this manner, Beethoven accom-
plishes what Kinderman designates as “continuity of thinking in a
sound”: the composer eschews the linear sequence of transformations in
favour of a continuous stream of consciousness that is expressed through
the medium of sound [Kinderman 2009r, p. 228].

In the final bars, the tonality transitions from C major to a light
sphere, accompanied by a loss of rhythmic gravitation. Troncon’s inter-
pretation of the phenomenon can be summarised as follows: a “gradual
cancelling of the matter and sound raising towards its own absence”.
[Troncon 19924, p. 31].

Burnham (1995, p. 188) emphasises that, in the mature phase of
Beethoven’s development, the variation process no longer relies on the-
matic dialectics but rather on ‘the internal psychology of the sound’. The
music thus becomes a transformative space for the very consciousness.
This notion is especially evident in the final sonata variations, Op. 111,
where figurations and rhythmic patterns evolve into a realm of abstract
auditory experience, approximating a state of spiritual silence.

It is evident that in the composition known as “Arietta”, Beethoven
successfully integrates the emotional and intellectual aspects. The
musical theme gradually diminishes in volume, ceasing to be perceived
as a conclusion and instead transitioning into a state of transcendence.
This transformation is marked by a seamless convergence of sound and
thought, where the auditory experience seamlessly merges with the
intellectual contemplation.

5. DISCUSSION AND COMPARATIVE ANALYSIS

5.1. Comparative Analysis of Innovations in Movements Written
in the Form of Variation Cycle in Sonatas, Op. 109 and Op. 111

In this study, the focus is on Beethoven’s mature sonatas, op. 109
and op. The number 111 is significant in the study of variational form,
as it represents the pinnacle of its development as both a philosophical
and musical concept. Despite exhibiting marked differences in terms
of external structure, these works are unified by the common concept
of theme transformation through sound internal transformation.
In Op. 109, the process unfolds in a gradual manner, commencing
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with a simple meditative theme and culminating in a state of spiritual
enlightenment characterised by silence. 111 The transition is antithetical:
from potent dramatic tension to the matter dilution to the finest tones
[Kinderman 2009s, p. 215; Rosen 1988n, p. 203].

Table 3. A comparative presentation of innovative parameters
in sonatas, op. 109 and op. 111.

Parameter/ | Op. 109 Op 111
Sonata (IIT movement) (IT movement — Arietta)
Thematic Cantabile, intimate, Simple, calming orbed,
character prayerful almost childhood motif
Variation Psychol.ogwal and Ontological transformation

expressive theme .
type . of the sound to the silence

metamorphosis
Rhythmical | Energetic expansion — S}lbhmgtlon and rhythm

. diminution to the state of
flow pulsation and growth
calmness
Harmonic Classic, but with chromatic The' tonal frame i gradually
. ) . fading away, resulting in
function interpolations ; e
»floating tonality

Ornamentaly-thickening, Dilluted, transparent,
Texture . . M

counterpoint »luminous
Final Inner apotheosis — the raise | Metaphysical concilliation —
expression | of sound silence as the end
Symbolic Cognition process through | Return of expression into
level the movement the absolute silence
Time Psychological time — ,» [imelesness‘ — suspension

acceleration of of duration [Quintana 2009,
reference .

consciousness p. 70]

In the formal sense, it is evident that the variational cycle, Op. 109,
is founded upon harmonic stability and lyricism. Conversely, in
Op. 111, a contrast is introduced between the energetic Allegro and the

340



24. DANIJELA ILIC. INNOVATIONS IN THE VARIATION CYCLE ...

transcendent Adagio [Réti 19671, p. 90]. As Kinderman (2009) observes,
the structure of Op. 109 is defined by the process of ‘the pure melody
sublimation through transparent texture’, whilst Op. 111 ‘transforms
the sound into an idea’ [Kinderman 2009, p. 227]. In both cases, the
boundary between thematic development and spiritual reflection
becomes almost indistinguishable.

In the formal sense, although the two-part themes and variations,
respectively, were written in the simple binary form, as the cycle ap-
proaches its conclusion, the number of bars in sentences is subject to alter-
ation, and at certain points there are external extensions (in both cycles).

The harmonic innovation aspect is particularly evident in
modulations. In Op. 109, variations are characterised by the dominance
of E-Major tonalities and its close spheres, such as A-Major, B-Major and
fis-minor. Conversely, in Op. 111, Beethoven employs polarities of Es-
Major and c-minor, thereby creating a psychological contrast between
light and darkness [Schenker 1991g, p. 35; Troncon 1992j, p. 31]. As
Rosen (1988) observes, the imitative and fugal elements in the third
variation, Op. 109, correspond to the counterpoint processing in the
first movement, Op. 111. This indicates the continuity of Beethoven’s
thinking approach (p. 204).

Figuration has been demonstrated to enhance melodic profile
through the introduction of additional tones (Op. 111 [Stojanov 1995f,
c. 37]). This augmentation has been shown to have a particularly
significant impact on the second and fourth variations. The recurrence
of the theme and its constituent elements in figurations serves to connect
variations within the cycle. In the final variations of the second sonata
movement, op. 111, the theme emerges in a barely perceptible form
[Stojanov 1995g, c. 38]. This process of thematic self-immersion can be
conceptualised as a spiritual path from concrete tone to metaphysical
silence - from a sound that gradually things out to absolute calmness.

As Kovacs [Kovacs 2018, p. 56] emphasises, both cycles, viewed as
a whole, are the ‘labouratory of musical thought’, in which Beethoven
connects the rational structure to the emotional impulse. However,
Takahashi [Takahashi 2020, p.77] contends that in “the mature sonatas”,
the variation transforms into a dialogue between continuity and eternity,
a phenomenon that is also evident in the final sections of both cycles,
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where the melodic line dissolves into a rhythmic dissolution.

The artistic flow of variations in Op. 109 is characterised by an
upward tendency, while in Op. 111, it is marked by a downward tendency.
In the first sonata, the transformation progresses from the internal
impulse to the ecstatic clarity. In the second sonata, the process evolves
from dramatic tension to self-dissolution of the sound [Réti 1967g, p. 92;
Rosen 1988, p. 205]. In this manner, Beethoven accomplishes a dual
dialectic: the path to illumination and the route to silence.

It is evident from the comparative analysis that Beethoven’s
contributions to the variation form encompass a transition from the
technical to the mental-spiritual category. This transformation signifies
a significant development in the evolution of musical forms, where
Beethoven is recognised for his innovative approach in reshaping
the variation form from a technical domain to a more profound and
spiritual one. In op. 109. The representation of raising through a tone is
indicated in op. 111 - the tendency to regain the silence was observed.
The juxtaposition of the two cycles results in a closed circle of sound
transformation into idea, thereby confirming the central thesis of
Kinderman that “Beethoven, in his mature period, transformed music
into a philosophical act” [Kinderman 2009, p. 229].

5.2. Aesthetic and Spiritual Aspects of Innovation

It is evident that Beethoven’s mature sonatas, specifically Op. 109
and Op. 111, have the capacity to transcend the conventional boundaries
of musical form, thereby entering the domain of aesthetic and spiritual
experience. The sound within them is elevated to the sphere of onto-
logical meaning — music is not the subject of exploring any more, but the
way of an idea existence [Kinderman 2009v, p. 229].

It is evident from the variational cycles of these sonatas that there
is a manifestation of the process of matter transformation into spirit. In
the Sonata, Op. 109, each variation signifies a stage in the introspective
purification process; in Op. 111, this process reaches its zenith — the
sound gradually fades away, transforming into silence, representing
the highest form of expression [Troncon 1992, p. 31]. This transition is
reminiscent of the spiritual kenosis principle, which involves a process
of emptying with the objective of achieving full enlightenment [Rosen
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1988q, p. 204].

As posited by the Russian theoretician Maksimov, the variational
process with Beethoven functions as a dramaturgy of catharsis, with
each new variation representing a progression to a new level of inner
liberation [Maksimov 2013, p. 95]. Stojanov adopts a congruent position,
identifying the final variations of the Sonata Op. 111 as characterised
by ‘the dissolution of matter and the ascent of sound towards its own
absence’ [Stojanov 1995h, p. 38].

The aesthetic essence of these cycles is reflected in a dynamic
relationship between light and darkness. In Op. 109, the light takes effect
through the purification of E-Major harmony, while in Op. 111, the basic
tonality takes on transcendental symbolism. In this piece, the tonal
centre is no longer denoted, but rather, ‘the inner light of consciousness’
[Kinderman 2009w, p. 230]. The sound thus emerges as the metaphor of
infinity, and the silence becomes its final expression.

The innovation of Beethoven is not confined to formal
transformations; it is also found in the redefining of the relationship
between the artist and their piece. According to Kinderman, “Beethoven
abolishes the distance between the composer and music - the piece is
not the object any more, but the process of self-awareness” [Kinderman
2009x, p. 231]. In this sense, his mature style approaches the romantic
concept of “the inner sound”.

The pieces of Beethoven become spiritual manifestations of
silence, light and continuity. Op. 109 and Op. 111 do not merely signify
the conclusion of a single epoch; rather, they serve as a conduit towards
a novel comprehension of art as a manifestation of spiritual existence
within the temporal realm.

5.3. Musicological implications

Beethoven’s contribution to the development of variational form
was such that it effectively transcended the musical boundaries of his
era. Indeed, his mature compositions were seen as the foundation for a
new understanding of musical process as a thinking and spiritual act. In
sonatas such as Op. 109 and Op. 111, variations serve as a medium for
philosophical inquiry, thereby introducing the concept of music as an
epistemological system: through the medium of sound, musical thought
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unveils the inherent process of existence [Kinderman 2009y, p. 232].

Réti was among the first to observe that “Beethoven formulated the
dialectics of being through the music” - the process in which the tone, har-
mony and rhythm are no longer aesthetic categories, but carriers of mean-
ing [Réti 1967h, p. 94]. This dialectical structure of variational form had
a significant impact on Brahms’s subsequent oeuvre (Johannes Brahms).

In the nineteenth century, Beethoven’s model of variational thin-
king became the basis for symphonic dramaturgy (Jones, 2013). A
notable proponent of this approach was Gustav Mahler, who incorpo-
rated the concept of thematic material gradual transformation in
his own symphonies. In these compositions, the motifs underwent
a transformation rather than disappearing, becoming new spiritual
entities [Kinderman 2009z, p. 233]. In the case of Schonberg (Arnold
Schonberg), this principle manifests through the concept of “developing
variation”, which subsequently becomes the fundamental tenet of atonal
composition [Schonberg 1975, p. 8].

In the contemporary context, Beethoven’s mature pieces have
been interpreted through hermeneutical and phenomenological prisms,
as well. It is evident that Kinderman’s observations signify an initial
foray into the realm of sonic metaphysics, as he delineates Beethoven’s
conceptualisation of sound as a “metaphysical object” [Kinderman
2009aa, p. 234]. This notion is further elaborated upon by Solomon, who
discerns a transition from musical narration to a meditative contempla-
tive space [Solomon 2019, p. 142].

These approaches confirm that Beethoven’s renowned com-
positions encourage an understanding of musical structure as a process
of thematic development, rather than as a static formal composition.
Drabkin’s discussion of Beethoven’s musical compositions and the nota-
tion of “thematic process” reveals that it provided the initial impetus for
several significant theoretical formulations of the modern era [Drabkin
1978, p. 25]. From this standpoint, the variation cycles in the sonatas op.
109 and op. 111 can be interpreted as manifestations of musical thought
in time. In these cycles, the theme does not undergo a mechanical repeti-
tion; rather, it undergoes a gradual transformation through the continu-
ity of texture, rhythm and sound space.

Beethoven’s mature pieces, and particularly variation cycles
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in Op. 109 and Op. 111, remain a paradigmatic example of artistic
transformation, connecting the form, philosophy and spirituality. The
impact of Beethoven is recognised across a wide spectrum of musical
styles, from romantic symphonies to post-tonal music of the 20th
century. This recognition establishes him as a central figure in European
musical thought, serving as a bridge between the tonal tradition and the
contemporary understanding of sound as an abstract concept.

6. CONCLUSION

Innovations in the variational cycle of Beethoven’s sonatas, Op. 109
and Op. 111, represent the centrepoint of his late creative expression, in
which the classical form transforms into a space of spiritual reflection
and philosophical meditation on the nature of sound.

By means of thematic transformation, the texture is changed
and the relationship between theme and variation is redefined, thus
establishing a new model of musical thinking in which the boundary
between structure and expression is erased.

In Sonata No. 109, the variational cycle is succeeded by a simple
meditative theme that progresses towards a state of enlightenment in
terms of sound. The process is characterised by introspection and inter-
nalisation, with each variation representing a progression towards an
ascent, subsequently followed by a period of calm, while the harmonic
flow is gradually reduced to silence, thereby symbolising spiritual
freedom.

Conversely, sonata, op. 111, exhibits a dialectical relationship
between dramatic tension and metaphysical silence. In the concluding
variations of the final movement, there is a gradual dissolution of the
musical material, accompanied by a transfer of the sound to the realm of
internal luminosity.

The analysis confirms that both sonatas are connected by formal
and ontological principles of continuity. In this sense, variation is no
longer considered a technical process, but rather a cognitive process that
leads from expression to essence.

Beethoven is therefore instrumental in establishing the basis for
contemporary understanding of variational form, which evolves beyond
its aesthetic function to become a means of cognition.
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His approach had a significant impact on the entire series of
composers from the later period, including Brahms, Mahler, Schonberg
and Berg (Alban Berg). These composers recognised the potential of
musical form to express the inner dialectics of being and time.

In the field of musical analysis, Beethoven’s contribution to the
variational cycle, particularly evident in sonatas such as op. 109 and op.,
is a subject of notable interest.

The piece 111 is a paradigmatic example of artistic synthesis, in
which the mental and spiritual unity are fused into sound - into the
music which becomes the self-reflection.
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(MAEATOB AHCAMBbA: KOHLIEMLMA W YNPABAEHWE
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Abstract: The present article examines and elucidates the
discrepancies in the transverse flute’s repertoire in comparison
to that of flute ensembles and lower instruments. This analysis
encompasses an evaluation of the historical delays in the
construction of these instruments. Furthermore, it does not
neglect aspects of timbre and sound. The management aspects
explored in depth in this study span specific historical periods,
with a focus on multidisciplinarity.

Keywords: Flute ensemble, concept, multidisciplinarity, Theobald
B6hm, management
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07111 ¥ TI0- HUCKY MHCTPYMEHTH (KaTo Ce OLieHsBAT MCTOPIYECKN-
Te 3aK'bCHEHNA B TAXHOTO KOHCTpyMpaHe), 6e3 fa ce mpeHebper-
BaT acHeKTNUTe Ha TeMObpa U 3ByKa. 3a//b160UYEHO Ce IIpoydYBaT
aCIeKTUTe Ha MEHMIKMBHTA B OIpeNe/IeHN MCTOPUYECKN Iie-
pUOAM, B TOBA YMC/IO U IO OTHOLIEHVE Ha MY/ITUAVCIMIUINHAP-
HOCTTA.

Kntouoeu oymu: OneiiToB aHCaMO'b/I, KOHLIENIVSA, MYITURUCLI-
IUIMHAPHOCT, Teobans bboMm, MEHUKMBHT

Ensembles of wind instruments from the same family have been
known since the Renaissance period, first in the recorder family [Agri-
cola 1529, p. 15], then in more modern times in families of other wind
instruments (clarinet, saxophone). The first recorder ensembles were also
created to imitate the human voice, or choral music, and could repro-
duce the timbre and sound of a vocal quartet (soprano, alto, tenor and
bass or baritone). These instruments were recognised and appreciated by
makers and composers, partly because they were widely used by ama-
teurs, increasing the relationship between supply and demand and cre-
ating the conditions for significant musical production, which led to the
formation of groups that performed in courts and cities.

Flute ensembles, on the other hand, did not develop until fairly
recently, apart from a few exceptions in the Renaissance (consorts of
flutes, following the example already mentioned of imitating human
voices) or the quintets of Joseph Bodin de Boismortier3, which, however,
used only one type of flute, not the entire family. We will attempt to
explain this lack of historical continuity in the development of certain
flute models (primarily the alto and bass flutes, but also the contrabass
flute), although we must not forget the new importance of musicians
starting from the Renaissance: “the figure of the performer acquires a
new dignity, even if its full significance is not immediately recognized”
[Fubini 1976, p. 119].

There is iconographic evidence of the existence of the transverse
flute in Europe since the year 1000, although the first literary reference

3 Six concertos for 5 flutes, op. 15, 1727.
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seems to be in a list of instruments from Adenet Le Roi in “Cleoma-
des” in 1285 [Rossetto Casel 2005, p. 14], but it only developed later in
the Baroque and Classical periods, and it was not until around 1850,
especially with the Ziegler (wooden flute with metal keys) and B6hm
(metal flute) systems, that it began to become the flute used in modern
times.

It is possible that the dispute between the two construction sys-
tems, Ziegler and Bohm, slowed down the development of alto and bass
flutes, as they were not yet interesting as a family of instruments for
either composers or manufacturers. In fact, for several decades, the two
different construction systems were preferred in turn by various famous
flutists, without either system really prevailing, until the Bohm system
finally won out.

Confirming this theory, we recall the immediate development of
the saxophone family, which originated in the same period (1840-1846)
but was immediately developed by its creator into a complete family
covering different pitches. Adolphe Sax (who was also a prolific inventor,
having patented the bass clarinet) said that the timbre of a sound is
determined by the proportions of the air column and not by the material
of the body that contains it*.

The development of the Bohm system did not prevent the contin-
uation of other construction systems for a rather long period; suffice it
to say that it was not unusual to find flutes using the Ziegler system (or
others) still in use in the 1950s, even though the transition to the B6hm
system was now being completed [Giorgio Blasco, interview]>.

This rather long transition period slowed down the development
of the flute family, especially in the production of alto and bass flutes:
the instruments already existed and had been produced experimentally
(Bohm alto flute, Albisiphon bass flute, etc.), but they remained quite
expensive and difficult for musicians to find. Some composers such as
Maurice Ravel in Daphne and Chloe in 1912, Igor Stravinsky in The Rite

4 Adolphe Sax, 1844, quotation from many sources but without primary source,
e.g.:  https://www.repubblica.it/tecnologia/2015/11/06/news/adolphe_sax_il
padre_del_sassofono_bandito_da_hitler-302635086/ [Viewed 2 May 2025].

5 Giorgio Blasco (1947), flutist and composer, Director of the Trieste
Conservatory around 1980-1990.
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of Spring in 1913 and others began to use the alto flute at the beginning
of the 20th century because of its distinctive timbre, but it remained an
instrument little known to the public and little used by flutists.

After the Second World War, the development of the flute and its
lower instruments increased; more composers wrote for these instru-
ments, experimenting with their tonal and sound potential, thanks
in part to important flutists such as Severino Gazzelloni®, although
research focused more on the alto flute. The bass flute actually developed
between 1970 and 1980, with the first flute orchestras [Downs 2023]7
and the first composers, like Tristan Murail with Ethers in 1978, Lorenzo
Ferrero with Ellipse in 1983, Ennio Morricone with Secrets of the Sahara
in 1987, and many others.

It is also interesting to compare the use of the flute in ancient music
such as “Avun Avun®” and contemporary music such as “Il sentiero de-
gli Uccelli I°” (1995, The Path of the Birds I), where similarities can be
found in the use of sound and timbre, combined with obvious differences
in technique. The flute is also used to evoke the sounds of the forest or
birds, as in the concerto “Il Gardellino” 10 (ca 1728) or the piece “Le Merle
Noir” 11 (1952); these are all interesting examples of how composers in
very different historical periods imagine and exploit the sound, timbre
and technique of the flute, achieving an almost onomatopoeic result. It
should be noted that the timbre of the flute in the lower notes is warmer
and more persuasive (in Avuv Avun, the call of a bird singing the praises
of the Lord), while in the high register it is crystal clear and brilliant, well
interpreting the sounds created by birds. In addition to its expressive
capacity in slow tempos or meditative moments, the flute manages to

6 Severino Gazzelloni (1919-1992), internationally renowned flutist, performer
of many world premieres.

7 First Flute Choir in USA, James Madison University, prof.ssa Carol Kniebusch
Noe:  https://www.andrewdownes.com/Song-Of-The-Eagle.html  [Viewed
10 August 2025].

8 Gregor of Narek, year 1000, reconstruction and arrangement by Giorgio Blasco,
2022.

9 Gheorgi Arnaoudov (1957), Bulgarian musician and composer, Ph.D., Professor
at NBU in Sofia.

10 Composition by Antonio Vivaldi (1678-1741), Concerto Op. 10 No. 3 in D major.

11" Composition by Olivier Messiaen (1908-1992), Le Merle Noir for flute and piano.
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transport the listener’s imagination to birds, imagined and experienced
in different ways throughout different eras and styles.

But if the flute has been evolving significantly for some time now,
why have its siblings, primarily the alto and bass flutes, not been given
the same attention until very recently?

After this initial period of study and research, one thing remains
clear: commercial interest for flute makers, or rather the meeting of sup-
ply and demand. In recent decades, as demand has increased, excellent
instruments have been produced at affordable prices, as well as excel-
lent instruments that were not available before, creating a virtuous circle
that has allowed the development of quartets, quintets and flute ensem-
bles, both professional and amateur, further increasing the supply from
manufacturers but also the artistic production from composers. It is
also worth mentioning the significant development in Japan of excellent
manufacturers after 1960, which further expanded the range of choices,
first for flutes and then also for altos and other instruments: Muramatsu
in 1923, Pearl and Sankyo in 1968, Myazawa in 1969, Kotato - Fukush-
ima in 1984, etc. One of the first contrabass flutes sold in Italy at a rea-
sonable price was a Pearl, as recently as 2015!2; in fact, while flute orches-
tras have undergone huge development in the USA, in Italy this has been
more delayed!3, and even now their spread in Europe is patchy.

In the USA, on the other hand, the market has developed so well
that in recent decades hundreds of flute ensembles and many low flute
ensembles have been created, groups of flutes that do not include the
flute and piccolo but only the lower-pitched instruments!4.

Another interesting question is this: was it precisely the lack of
instruments that prevented composers in previous historical periods
from imagining music for the alto and bass flute, unlike other families
of instruments? And today, with the problem of the lack of instruments
now partly solved, as they are fairly easy to find, is the sound produced
by these instruments adequate for the needs of composers?

In my opinion, both answers are positive. There are current

12 Daminelli Shop, Bergamo, Italy, purchased by Trieste Flute Ensemble.
13 Jouers de Flute in 1997, Trieste Flute Ensemble in 2005, Zephirus in 2011, etc.

14 The International Low Flutes Festival, https://lowflutesfestival.org/ [Viewed
10 August 2025].
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examples of pieces written for two flutes performed with two alto flutes,
with excellent timbre and sound quality (Georg Philip Telemann!?),
and there are various pieces for alto flute and bass flute such as “In-
treccio profondo!®”, which explores the sound possibilities, timbre and
technique of these two instruments, leading them to create a complex
and sophisticated dialogue, demonstrating that the technical evolution
of the instruments is adequate for the needs of composers.

An interesting aspect is its multidisciplinary nature; research into
sound, timbre and instrument technique can be used in conjunction
with other arts: “the analogy between brushstrokes in painting and
lines in contemporary music” [Guzzardella, 2025] or between music
and dance are concrete examples. It is also interesting to note the
technological developments; voice recordings and overdubs allow a piece
to be performed with some performers live and the remaining voices
pre-recorded; apart from the careful attention to sound volumes and the
ensemble, the final result can be truly interesting, and becomes unique
when choreography with dancers is also included during the concert!”.

As is well known, from the Renaissance to the Classical period,
musicians lived mainly thanks to patronage from courts, religious insti-
tutions and the nobility, who offered hospitality or salaries in exchange
for their willingness to compose and perform dedicated musical pieces.
In this context, the presence of transverse flute ensembles was rather
scarce, while, as already mentioned, there were recorder ensembles (and,
of course, many other instruments, in addition to choral ensembles).
From the classical period onwards, it became possible to receive remu-
neration for public and private concerts, or for composers, until, starting
in the 20th century, the model began to change, shifting from patronage
to the commercial music market, with the production of royalties for
sheet music, publications and record productions.

During this period, there was still a lack of flute ensembles on

15 Vienna, 18 March 2025, Extrovert Duo, G. P. Telemann, Sonata in A major for
two flutes in C performed with two alto flutes.

16 Rainer Bischof, 1947, Intreccio profondo, op. 61 (2001).

17° Albena Petrovic, Bulgarian-born Luxembourgish composer: Samodivi Fairies,
concert in Sofia, December 2024, flute quintet, percussion and dance, New
Bulgarian University.
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the market and, as mentioned above, very little was produced for low-
pitched instruments.

Moving closer to the present day, the development of flute or-
chestras and artistic production has seen the creation of major events
dedicated to the flute and its family.

The most striking example is the NFA18 Conventions in the USA;
this association has thousands of members from all over the world, and
the Conventions can attract up to three thousand participants, with over
250 events in four days!®. Moreover, the exhibition stands offer countless
opportunities to try out piccolos, flutes, alto flutes, bass flutes, contrabass
flutes and even double contrabass flutes, further demonstrating that the
manufacturing market evolves when there is strong momentum behind it.

In this regard, we must not forget the initiatives that lead to the
formation of large flute ensembles during Flute Festivals or Flute Days.

One of the most striking examples in Europe was the
2000flauti2000vele2? event in Trieste in 2018, during the famous Bar-
colana regatta, when over 1,000 flute players from all over Europe played
together. The issue of intonation in such large groups is very interesting,
as it becomes a relative value for the large group, and the ear finds the
music produced in this way pleasant, even though obviously not all the
flutes are perfectly in tune.

Artistic development through these festivals is very important.
At NFA conventions, there are dozens of world premieres for flute
orchestras and flutes of all types, but this also happens at other festivals,
such as the Trieste Flute Festival?!, creating the conditions for greater

18 National Flutist Association, https://www.nfaonline.org/ [Viewed 10 February
2025].

19" Atlanta Convention, 2025, https://www.nfaonline.org/convention/convention-
archives/past-convention-books/2025-convention-program-book. [Viewed
10 February 2025].

20 Trieste Flute Festival, https://triesteflute.it/en/2000flauti2000vele/. [Viewed
20 April 2025].

21 Trieste Flute Festival, original works: Blaz Puhicar, Slovenia, with Luna’s Magic
Flute; Matteo Firmi, Italia, David Mastikosa, Bosnja and Herzegovina, Maria
Beatrice Orlando, Italia and Ivana Radovanovic, Serbia, the composers of the
Luna Park project; some arrangements: Quanti Flauti, Mamma Mia! from Abba
and Flutists in South America, arr. Lorenzo Visintini, etc.).

354



25. ETTORE MICHELAZZI. FLUTE ENSEMBLE: CONCEPT AND MANAGEMENT

participation of alto, bass and contrabass flutes in orchestras of several
hundred members.

An example of the logistical and organisational complexity of
these events is the rehearsals: they can be done in small groups of
10-20 flutists, who then join together in a group of 70-80 participants,
although the flutists are only complete during the dress rehearsal before
the concert. The scores must be delivered well in advance, clearly setting
the metronome times and any rallentando or accelerando, the required
colours (not too many but clear so as not to create confusion) and the set
pitch (usually A 442 hertz).

Finally, we must not forget the general logistical and organisational
difficulties, including from an economic point of view: public, state, re-
gional and local funding must be sought, which is often confirmed with
considerable delay, in addition to private funding (in Italy, there is the
possibility of the art bonus, an example of patronage in this millennium
where patrons offering their financial support receive a tax discount
in return). All this requires professional growth on the part of the
organisers, who can no longer be content with amateur work but must
achieve a professional style.

As regards management in the immediate future in Europe, in
light of calls for proposals and competitions for European and national
funding, it can reasonably be said that the system of exclusive public
funding (similar to the ancient system of patronage) is coming to an end,
as organisers are required to have the expertise and ability to find other
resources, public or private, without which the event or festival will not
receive funding: the regulations sometimes require, as a condition of
access to the competition, the ability of the applicant to find resources, in
a percentage that can vary from 10% to 30% of the total call for proposals,
or even more (e.g., for a call for proposals of 30,000 euros, an additional
3,000 to 10,000 euros must be found, depending on the competition).

In any case, the ability to find other sources of income becomes
fundamental in the scoring; all calls for proposals now require a series
of objective statements on competence, experience and, above all, the
ability to find additional resources (from other public, local, regional,
state or European funds, and from private funds, with or without art
bonus), which allows for a high and therefore winning score.
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In conclusion, the initially slow evolution and development of low
instruments in the flute family was determined by several factors: the
initial difficulty in establishing the Bohm system, a market for manu-
facturers that developed after the Second World War, composers who
began to explore different timbres and sounds, and the emergence of
flute orchestras.

These factors created a virtuous circle that is now well established
in the USA and undergoing rapid development in Europe. This has led
to the production of high-quality instruments and, consequently, good-
quality instruments at affordable prices, so that the growth of flute
ensembles remains very significant, further increasing the production of
the instruments themselves.

The multidisciplinary nature of the arts is another important
point; particular sounds and timbres (alto and bass flute) create the con-
ditions for interaction between music, dance and visual art, an aspect
that remains intriguing and relevant in contemporary performances.

The major flute events that have been taking place for some time
in the USA and, in recent years, in Europe, which have seen the creation
of many pieces dedicated to these groups by modern composers, the
increasing production of alto and bass flutes, and the Low Orchestra
with double basses and sub-contrabasses, have allowed for further
development, which has definitively established the flute family on the
international scene.

The logistical, organisational and managerial complexity of these
events should not be forgotten; the evolution from “simple” Flute Days to
major events has required a high level of professionalism in all the above-
mentioned aspects, which has made it possible to hold conventions
attended by thousands of flutists.

Finally, why did the transverse flute family, especially the lower-
pitched instruments, develop later than other wind instrument families?
The answer seems to be rather complex but clear. The lack of immediate
evolution of the instrument (as in the case of the saxophone), the long
period of interregnum between flutes with different systems (Ziegler
and Bohm), the sporadic interest of composers in the alto flute, with
even later interest in the bass flute, and the consequent lack of interest
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on the part of manufacturers in investing in instruments that were still
partly experimental, slowed down the technical and constructional
development of these instruments.

The latter then achieved good development with the first flute
orchestras, first in the USA and then in the rest of the world, as well as
greater interest from composers in composing for these instruments. and
thanks to the excellent technical evolution on the part of manufacturers,
interested in a rapidly expanding market worldwide and therefore
stimulated in their production and research work, excellent instruments
were created at reasonable prices, generating a virtuous circle that in
turn led to an expansion of the user base and an improvement in the
market itself.

In other words, for a few decades now, we have been experiencing
a positive economic situation that has allowed the culture of the flute
to spread, exponentially increasing the number of flute players, both
professional and amateur, who in turn are increasingly choosing to
play or create new flute ensembles, where the presence of alto, bass,
and contrabass flutes is becoming more and more common, enriching
demand and therefore production by manufacturers.

It is only a matter of time, provided that economic recession
does not come into play: in Europe, within a few years, we will also
be admiring sub-contrabass flutes, and Low Flute Orchestras will be
founded.

It remains to be seen whether what is happening today is com-
parable to the past, even when considering the difficulties of intonation,
logistics and management, and without forgetting that in ancient times
the recorder family was strongly represented in courts and places of
patronage, and therefore, in a broad sense, the transverse flute family has
taken up their mantle in modern times.
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education in China. Saxophone competitions are distinguished by
their high intensity and competitive nature, and they constitute
a pivotal component of saxophone training. These competitions
have been identified as significant catalysts for the evolution of
saxophone artistry and the augmentation of international musical
and cultural interactions.

Keywords: saxophone competitions; saxophone music education
process

(1) THE SAXOPHONE COMPETITION
IS RICH AND COLOURFUL

Practical teaching, as a central element of saxophone instruction,
plays an essential role in fostering students’ performance abilities, musical
expression, and overall artistic competence. Saxophone competitions,
as high-intensity and highly competitive practical platforms, provide
students with valuable opportunities to demonstrate their talents
and evaluate their learning progress. Concurrently, they furnish
instructors with significant insights, thereby facilitating the refinement
of their pedagogical approaches. In the context of contemporary music
education, saxophone competitions function as vital arenas in which
performers can exhibit their capabilities and engage in professional
exchange. These competitions also act as significant catalysts for ad-
vancing saxophone artistry and enhancing international musical and
cultural interactions.

The global saxophone competition landscape is characterised by
a notable degree of diversity and influence. In the field of saxophone
competitions, the Adolphe Sax International Saxophone Competition
(Belgium’s Royal Conservatories and Academies) [Adolphe Sax
International Saxophone Competition, 2014, http://www.cnsaxophone.
org.cn/index.php?c=index&a=show&catid=21&id=21] occupies a dis-
tinguished position as a notable event in this arena. This quadrennial
competition is named after the inventor of the saxophone and welcomes
saxophonists of the highest calibre from all over the world. The festival
boasts a distinguished panel of judges, comprising renowned musicians,
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and upholds rigorous standards. It consistently offers young saxophonists
valuable opportunities for professional growth and artistic exchange.

The European International Classical Young Performers Compe-
tition, which encompasses a variety of musical genres, has successfully
held 19 editions to date. The competition, held annually from March
to May at the Cultural Centre Concert Hall in the Bulgarian city of
Pernik, comprises two rounds. The finalists perform selected pieces
accompanied by a wind orchestra. This event brings participants from
around the world and is judged by an eminent panel of internationally
recognised professors and experts. It is important to acknowledge the
historical significance of the competition, which is closely associated
with a wind orchestra that has been in existence for over a century (since
1902). This orchestra has made substantial contributions to the global
development and exchange of wind music.

The 2023 European Anton Rubinstein International Competition
in Germany [http:/www.madow.com.cn/competition_1834.html, 2023]
introduced an innovative online format for its saxophone category,
organised by the Anton Rubinstein Conservatory. Participants submitted
video recordings with a duration of approximately 30 minutes, with
the selection of repertoire left to their discretion. The competition
comprised two stages, culminating in a final round featuring 16 selected
participants. This contemporary approach furnished both a medium for
artistic expression and a pragmatic evaluation methodology for the jury.

In China, the Harbin International Saxophone Congress, which
took place from July 26 to 31 [https:/baike.baidu.com/item/Z520/FHF
e e K22/662512872fr=Aladdin, 2025], played host to saxophone
aficionados from across the globe. The event will feature a diverse array of
musical genres, including classical, jazz, pop, and ethnic styles, making it
the inaugural World Saxophone Congress to be held in China. The event
comprises an inaugural concert, masterclasses, academic seminars,
performances by internationally renowned saxophonists, and a concert.
The congress is notable for its high level of international participation,
with over 180 competitors from more than 30 countries. This aspect, in
combination with the high level of professional excellence demonstrated,
serves to underscore the event’s commitment to both excellence and
public engagement. The World Saxophone Congress, an event with
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global influence, was inaugurated 56 years ago in Chicago, United States.
Since then, it has convened the world’s foremost saxophonists, educators
and enthusiasts, thereby expanding the global reach of the art form. The
saxophone has gained significant recognition in the international music
competition circuit. Prestigious events such as the Geneva International
Music Competition  (https://www.concoursgeneve.ch/section/about/
the_competition/) and the Tchaikovsky International Music Com-
petition showcase saxophone categories, underscoring its growing
prominence in the global music landscape. These events function as
platforms for saxophonists to exhibit their abilities, whilst concurrently
fostering international cultural exchange and collaboration. In China,
regional and conservatory-based competitions - including the Beijing
International Saxophone Art Festival, the Shanghai Conservatory of
Music Saxophone Competition, and the Central Conservatory of Music
National Woodwind Competition — play vital roles in identifying and
nurturing talent while advancing local musical culture.

(2) THE FAR-REACHING IMPACT OF
THE SAXOPHONE COMPETITION

Enhancing Performance Standards: The Countries around the
world Saxophone Competition offers saxophonists the opportunity
to compete with top-tier performers, encouraging continuous impro-
vement in technical proficiency and musical expression. Finalists of the
Bulgaria International Young Saxophonists Competition are required
to perform with orchestras, which places exceptionally high demands
on their comprehensive abilities and presents a significant challenge for
participants from various countries.

Career Development Opportunities: Winners of these compe-
titions typically receive substantial monetary awards, performance
engagements, and international recognition. The first prize of the
Adolphe Sax International Saxophone Competition includes a custom
saxophone, professional performance opportunities, and the chance to
serve as a jury member in future editions.

Cultural Exchange and Learning: These events provide performers
with opportunities to interact with and learn from participants across
diverse nationalities and regions, thereby expanding their musical
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perspectives. The Harbin International Saxophone Congress not only
hosts competitive events but also features masterclasses, academic lectu-
res, and symposiums that enrich participants’ learning experiences.

Advancement of Teaching Standards: International saxophone
competitions offer educators valuable opportunities for observation
and professional development, enabling them to stay informed about
contemporary teaching philosophies and methodologies. The judging
panels, typically composed of world-renowned professors and soloists,
provide critical insights through their evaluation criteria and pedagogical
expertise.

Motivating Students: These competitions establish clear learning
objectives and serve as powerful motivators for students to pursue per-
formance excellence. The Bulgaria International Young Saxophonists
Competition attracts numerous young talents under the age of 31, offe-
ring emerging artists platforms for self-expression and subsequent re-
cognition in national media.

Curriculum Reform: The repertoire requirements and evaluation
standards set by these competitions encourage educators to continuously
refine their teaching content and methods to better develop students’
comprehensive capabilities. For instance, the Anton Rubinstein Compe-
tition mandates a diverse range of styles and techniques, raising peda-
gogical expectations for instructors.

Promotion of Cultural Exchange: Global saxophone competitions
attract participants and audiences from various countries and regions,
fostering cross-cultural musical exchange and integration. The Harbin
International Saxophone Congress annually draws representatives from
over 30 nations, amplifying China’s cultural presence on the global stage.

Enhancing Public Musical Literacy: Concerts, masterclasses, and
lectures held during these events provide the public with accessible oppor-
tunities to engage with and appreciate saxophone music, contributing
to an elevated level of musical awareness. The Harbin International
Saxophone Congress effectively balances professional rigour with public
engagement, allowing a broader audience to experience the expressive
power of the saxophone.

For Performers: For participants, these competitions represent
more than just assessments of performance skills—they are valuable plat-
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forms for peer interaction and learning. By competing alongside accom-
plished musicians, participants can identify areas for improvement,
clarify their artistic direction, and enhance both technical mastery and
artistic sensibility. Additionally, these events facilitate direct interaction
with distinguished musicians and pedagogues. Through attending
masterclasses and lectures, participants gain firsthand knowledge from
experts, which significantly contributes to their artistic growth. Ex-
ceptional competitors may also secure additional performance oppor-
tunities and career support, laying a solid foundation for their future
endeavours in music.

Role in Music Education: The impact of saxophone competitions
on music education is profound. On one hand, they stimulate students’
enthusiasm for learning and practising. For saxophone students, par-
ticipating in such events represents both an honour and a challenge,
motivating them to work harder and improve their performance
skills. This positive attitude toward learning and healthy competition
greatly benefits their musical development. On the other hand, these
competitions provide educators with platforms for exchanging ideas
and refining their approaches. By observing outstanding performances
and innovative teaching concepts, educators can reflect on and enhance
their own instructional strategies. Furthermore, these events allow
music institutions and training centres to showcase their educational
achievements, promoting healthy competition among institutions and
advancing the overall development of saxophone music education.

Music Culture: Saxophone competitions have played a pivotal role
in fostering cultural exchange within the musical domain. International
events have attracted participants from diverse countries and regions,
each bringing their unique national and ethnic musical styles and
cultural characteristics to the competition. Through these contests,
music from different cultural backgrounds engages in mutual exchange,
collision, and fusion, thereby enriching the expressive forms and
intrinsic meanings of saxophone music. In China, saxophone music is
continuously exploring a path of nationalisation, with some composers
integrating elements of traditional Chinese opera into saxophone
compositions, imbuing them with distinct Chinese characteristics. These
nationalised musical works showcased in international competitions not
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only enhance the cultural depth of saxophone music but also facilitate
the dissemination and exchange of musical cultures across different
nations and ethnicities.

(3) DEVELOPMENT TRENDS IN
SAXOPHONE COMPETITIONS

Diversification and Internationalisation of Competitions: It is
anticipated that saxophone competitions will evolve towards greater
diversification and internationalisation. Firstly, it is evident that the
range of competition formats will undergo a substantial expansion. In
addition to the conventional solo and chamber music categories, it is
anticipated that innovative formats incorporating modern technology
and multimedia elements will emerge. Such formats may include
fusion events integrating saxophone with electronic music, or virtual
online performance competitions. These new formats will provide
saxophonists with broader platforms for artistic expression and creative
exploration, thereby promoting innovation in contemporary saxophone
music. Furthermore, international exchanges and collaborations will
become increasingly prevalent. As globalisation accelerates, saxophone
competitions will transcend geographical boundaries, facilitating cross-
cultural musical interactions. An increasing number of international
events will be held in emerging music markets such as China, while
Chinese saxophonists will gain more opportunities to participate in
global competitions abroad. This growing internationalisation will
enhance China’s influence in the global music community and support
the diversified development of saxophone music worldwide.

Deep Integration with Music Education: The relationship between
saxophone competitions and music education is becoming increasingly
synergistic. In the future, competitions will extend beyond their tradi-
tional role as performance events to become integral components of mu-
sic education systems. Organisers will probably engage in collaborative
relationships with conservatoires and educational institutions to design
bespoke curricula and teaching resources, to offer more structured and
professional guidance to participants of differing age groups and pro-
ficiency levels. Concurrently, these competitions will function as plat-
forms for showcasing pedagogical achievements, thereby contributing to
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the promotion and enhancement of music education through selection
mechanisms and incentive programmes. The advent of digital learning
platforms has precipitated a paradigm shift in educational methodolo-
gies, with the emergence of virtual coaching sessions and remote adju-
dication services. These innovations have transcended the conventional
constraints of time and space, thereby facilitating augmented learning
and exchange opportunities for both students and educators. This hy-
brid model, which combines online and oftline engagement, will further
deepen the integration of saxophone competitions into music education.

Nationalisation and Innovation: In the context of a globally di-
verse musical landscape, saxophone competitions are expected to place
increased emphasis on national identity and artistic innovation. Con-
cerning nationalisation, competitors will increasingly explore and incor-
porate elements from their own musical traditions and cultural heritage,
creating and performing saxophone works that reflect distinct national
characteristics. This phenomenon will not only contribute to the pres-
ervation and promotion of diverse musical cultures, but also enrich the
stylistic diversity of the saxophone repertoire. In terms of innovation,
competitions have been shown to encourage experimentation in per-
formance techniques, expressive approaches, and compositional styles.
Advancements in technology have enabled saxophonists to employ tools
such as electronic saxophones and audio processing software, there-
by enabling them to create unique sonic experiences. Furthermore, the
presence of competitions has been demonstrated to encourage interdis-
ciplinary collaborations, thereby integrating the saxophone with other
performing arts such as dance, theatre and visual arts. This integration
has the potential to offer audiences a novel and immersive artistic expe-
rience.

Expanding Social Impact: As saxophone competitions continue
to develop, it is anticipated that their social influence will increase sub-
stantially. It is anticipated that these events will attract increasing pub-
lic attention and participation, and through strategic media promotion,
they will evolve into meaningful components of public cultural life,
transcending the boundaries of the professional music sphere. It is antic-
ipated that audiences will have enhanced access to high-level saxophone
performances, which have the capacity to enhance their musical literacy
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and aesthetic appreciation while fostering a supportive environment for
cultural development. The convergence of saxophone competitions with
the cultural industry is set to become more pronounced, with the po-
tential to stimulate related sectors such as live performances, instrument
manufacturing, and music education training. This, in turn, will con-
tribute to the formation of a comprehensive music industry ecosystem.
Moreover, competitions can be integrated with cultural tourism initia-
tives, serving as key elements of local cultural branding and supporting
regional economic and cultural growth.

(4) THE PROMOTIONAL ROLE OF SAXOPHONE
COMPETITIONS IN ACHIEVING PRACTICAL
TEACHING OBJECTIVES

Enhancement of Performance Skills: Saxophone competitions
demand that participants exhibit a robust foundation in performance,
encompassing precise control over intonation, timbre, rhythm, and tech-
nical execution. During the preparatory phase, students are required to
engage in extensive practice and technical training to refine their perfor-
mance abilities. For instance, when practising rapid note passages, stu-
dents are required to master proper breathing techniques, finger dexter-
ity, and coordination between the oral cavity and tongue. This rigorous
technical training enables students to overcome technical challenges,
thereby enhancing both the fluency and accuracy of their performances.

Augmentation of Musical Expressiveness: The ability to express
oneself through the medium of music is considered to be the most
fundamental aspect of saxophone performance. Competition repertoire
frequently exhibits elevated artistic value and expressive complexity,
necessitating students to accurately interpret the emotional depth of the
compositions. Participation in competitive events enables students to
develop a more profound understanding of a variety of musical genres
and to master the use of dynamics, tempo variations, and tonal colour
changes to convey musical emotions with precision. In the context of
Romantic-era saxophone works, for instance, students are required to
convey the passion and lyrical intensity through nuanced timbral shifts
and emotional engagement. By contrast, modern compositions demand
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an understanding of unconventional rhythmic patterns and harmonic
structures, allowing students to highlight innovation and individuality
in their interpretations. Cultivation of Psychological Resilience: The
high-pressure environment of competition settings presents a significant
challenge to students’ psychological endurance. Participants must
maintain composure and confidence while performing under the scru-
tiny of judges and audiences. This experience helps students manage
performance anxiety, fostering greater self-assurance and adaptability.
Additionally, unexpected situations—such as instrument malfunctions
or memory lapses—may arise during competitions. By navigating
these challenges, students develop the ability to remain calm under
pressure and quickly adjust their mental and physical states, ultimately
strengthening their psychological resilience.

Promotion of Knowledge Integration and Application: In addition
to performance proficiency and expressive capability, saxophone
competitions demand a solid understanding of music theory, historical
context, and analytical skills. It is imperative that throughout the pre-
paration process, students are encouraged to conduct thorough research
on competition pieces. This should include an examination of their com-
positional background, stylistic characteristics, and structural elements.
This approach facilitates the integration of theoretical knowledge with
practical application. For instance, when interpreting Classical-period
saxophone works, students must be familiar with the defining traits of
Classical music, such as clarity of melodic lines and formal precision.
They must then apply this understanding to their performance, thereby
demonstrating the stylistic authenticity and artistic significance of the
repertoire.

(5) APPLICATION STRATEGIES OF SAXOPHONE
COMPETITIONS IN PRACTICAL TEACHING

Integration of Teaching Methods: Saxophone competitions have
been shown to offer a diverse range of effective teaching strategies that
can be applied to practical instruction. Pedagogical approaches can be
enhanced by educators through the following methods:

Simulated Competition Instruction: Instructors are at liberty to
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periodically organise simulated competition sessions during regular
lessons with a view to familiarising students with the atmosphere and
pressure associated with real competitions. These simulations must
adhere to formal procedures, encompassing the drawing of lots, the
waiting backstage, the performance on stage, and the reception of
scores. Through such experiences, students gain valuable exposure to
the competitive environment, accumulate performance experience, and
reduce anxiety during actual events. Furthermore, instructors are able
to closely observe student performances, identify technical or expressive
issues, and provide targeted feedback. For instance, rhythm instability
or pitch inaccuracies may be identified and addressed in subsequent
lessons. Group Collaborative Teaching: Saxophone competitions
often include solo, duo, and ensemble categories. Instructors can form
student groups to prepare for ensemble-based competitions. During
collaborative rehearsals, students develop essential skills such as active
listening, coordination, and communication, which foster teamwork
and mutual support. For instance, when preparing a saxophone quartet,
students must rehearse extensively to balance tone colour, dynamics, and
rhythmic precision across all parts. This group-based approach not only
enhances individual performance abilities but also cultivates a sense of
collective responsibility and cooperative spirit.

Case Study Instruction: Instructors can incorporate case stu-
dies from past prestigious saxophone competitions into their teach-
ing curriculum. By analysing the technical proficiency, musical
interpretation, and stage presence demonstrated by award-winning
performers, students can better understand the high standards expected
in professional settings and identify areas for personal growth. For
example, instructors may assign video recordings of prize-winning per-
formances for students to observe and critique, enabling them to rec-
ognise exemplary techniques and interpretive qualities. This method
allows students to learn from accomplished musicians and apply these
insights to their own practice.

Enhanced Post-Competition Feedback: Following a competition,
instructors should provide timely and comprehensive feedback on each
student’s performance. This feedback should highlight both strengths

369



MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

and areas requiring improvement, along with actionable suggestions for
development. For instance, if a student demonstrated strong technical
control but lacked expressive depth, the instructor should address this
imbalance and recommend focused exercises to improve emotional
expression and dynamic variation. Furthermore, post-competition
reflection sessions can be organised to encourage students to articulate
their experiences, self-assess their performances, and formulate strat-
egies for future improvement. This reflective process enables students
to internalise their competition experiences and develop greater self-
awareness and artistic maturity.

(6) KEY CONSIDERATIONS IN THE PRACTICAL
APPLICATION OF SAXOPHONE COMPETITIONS
TO TEACHING

It is important to avoid an overemphasis on competition results.
Whilst participation in saxophone competitions can offer students
valuable opportunities to demonstrate their abilities and evaluate their
progress, both educators and learners should avoid placing undue
emphasis on competition outcomes in practical teaching contexts.
Competition scores represent merely one form of assessment at a specific
stage of learning, whereas music education is a long-term endeavour
aimed at cultivating students’ musical literacy, performance capabilities,
and overall artistic development. An excessive focus on results has the
potential to engender student anxiety and encourage the adoption of
inappropriate strategies, such as the selection of pieces that are either too
simple or excessively challenging relative to the student’s current skill
level. Such practices have the potential to impede both the development
of a genuine musical understanding and that of artistic growth.
Moreover, an overemphasis on competition rankings has the potential
to result in teachers neglecting to acknowledge individual differences
and holistic development. Each student displays a unique progression,
characterised by distinct interests and musical aptitudes. Consequently,
instructors are advised to devise personalised teaching plans that are
tailored to each student’s specific needs, as opposed to prioritising
competitive success. For instance, students who demonstrate strong
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musical perception but weaker technical foundations can be guided
to prioritise expressive interpretation while gradually strengthening
their performance skills. Conversely, students who demonstrate solid
technical proficiency but experience limited stage presence may benefit
from additional performance opportunities, which can foster confidence
and facilitate the overcoming of psychological barriers.

Balancing Competition Preparation with Regular Instruction:
While saxophone competitions undoubtedly possess considerable edu-
cational value, they cannot supersede the importance of systematic, reg-
ular instruction. Routine teaching provides the foundation for acquir-
ing music theory, performance techniques, and cultural understanding,
while competitions serve as supplementary tools for evaluation and mo-
tivation. In practice, teachers must judiciously balance time allocation
and content between competition preparation and standard curriculum
delivery to ensure that participation in competitions does not disrupt
normal teaching progression. At the commencement of each semester,
instructors are at liberty to formulate comprehensive teaching plans that
incorporate the preparation for competition into the overarching in-
structional framework. During the preparatory phase, targeted technical
training and expressive guidance can be provided based on a selected
competition repertoire, while continuing to reinforce and expand stu-
dents’ theoretical knowledge. After competitions, educators are advised
to undertake reflective reviews of the experiences gained and apply these
insights to enhance regular instruction, thereby continuously refining
teaching methods and content.

Providing Psychological Support During Competitions: The
environment during saxophone competitions has been shown to be a
significant source of stress for participants. This stress has been found
to manifest in symptoms of anxiety and nervousness, which have the
potential to adversely impact performance and emotional well-being.
Consequently, it is incumbent upon educators to furnish students with
psychological support throughout the competitive process, thereby
assisting them in cultivating a positive and resilient mindset. Educators
have the capacity to utilise a range of strategies to accomplish this
objective. Prior to competitive events, the implementation of relaxation
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techniques such as deep breathing and mindfulness meditation has been
shown to reduce pre-performance tension. During the event, verbal
encouragement and emotional reassurance have been shown to have
a significant impact on students’ confidence. In the aftermath of the
competition, it is imperative to facilitate timely feedback sessions. These
sessions are designed to assist students in reflecting on their experiences,
managing emotional responses to results, and maintaining a balanced
perspective, irrespective of whether the outcome was favourable or
disappointing.

Selecting Suitable Types of Competitions: Saxophone competitions
vary widely in scope and intensity, including international, national,
professional, and amateur categories. When guiding students toward
competition participation, teachers should select appropriate types based
on students’ proficiency levels and pedagogical objectives. For beginners
or non-professional learners, amateur or local competitions with lower
difficulty levels and reduced pressure can provide meaningful exposure
and foster confidence. In contrast, advanced students may benefit from
participating in professional or international events that offer higher
standards and opportunities to engage with top-tier performers, thereby
enhancing their technical mastery, artistic sensibility, and global
awareness.

(7) CONCLUSION

Saxophone competitions have been demonstrated to possess con-
siderable practical value in the domain of music education. By meticu-
lously curating competition repertoires, refining pedagogical method-
ologies, and enhancing pedagogical feedback following competitions,
instructors can achieve substantial enhancement in students’ technical
proficiencies, musical expressiveness, psychological resilience, and com-
prehensive competencies. However, when implementing a competi-
tion-based educational model, educators must exercise caution to avoid
an overemphasis on competition outcomes. It is imperative to strike a
balance between competitive activities and regular instruction, to prior-
itise psychological support during competitions, and to make judicious
decisions regarding the types of competitions in which students partic-
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ipate. These measures ensure that competitions genuinely contribute to
students’ holistic development.

From a contemporary standpoint, international saxophone com-
petitions have evolved into a relatively mature system. Participants’
technical proficiency continues to improve, and the organisation and
management of these events has become increasingly standardised.
These competitions function as both platforms for performers to exhibit
their abilities and catalysts for the advancement of music education and
the promotion of musical and cultural exchange.

In terms of broader impact, saxophone competitions play a cru-
cial role in the development of individual performers, the progression of
music education, and the dissemination of musical culture. The motiva-
tion of performers is enhanced, whilst the expansion and enhancement
of music education is facilitated. Furthermore, the cultural significance
of music is enriched, and cross-cultural dialogue and integration are fa-
cilitated.

It is anticipated that saxophone competitions will evolve in the
following directions: diversification, internationalisation, localisation,
innovation, and increased social influence. Competition formats will
become more diverse, international collaboration will grow stronger,
and integration with music education will deepen. It is anticipated that
trends such as localisation and innovation will become increasingly
prominent, and the social impact of these competitions will continue to
expand, thereby promoting the comprehensive development of the mu-
sic and cultural industries.

The establishment of performance standards, the provision of ca-
reer development opportunities, and the encouragement of cultural ex-
change are instrumental in providing performers with extensive pros-
pects for growth. From an educational perspective, the insights offered
are of significant value in terms of enhancing teaching quality, student
motivation and curriculum reform. Moreover, these competitions have
a substantial impact on the development of musical culture by fostering
intercultural exchange, stimulating creativity, and enhancing public mu-
sical appreciation.
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In light of the ongoing evolution of trends, including digitalisation,
globalisation, and the integration of comprehensive education, interna-
tional saxophone competitions are poised to make significant contribu-
tions to the advancement of saxophone art and global musical exchange.
In the context of evolving trends in music education, the utilisation of
saxophone competitions in teaching practice is poised to become more
pervasive and impactful. Educators are encouraged to proactively ex-
plore more scientific and effective teaching models that integrate compe-
titions into instruction. The objective is to offer students higher-quality
music education, cultivate exceptional saxophone performers, and pro-
mote the flourishing development of saxophone music worldwide.

REFERENCES

Adolphe Sax International Saxophone Competition, 2014. Website for the Adolf
Sax International Saxophone Competition in China [online]. [viewed 16 Oc-
tober 2025]. Available from: http://www.cnsaxophone.org.cn/index.php?c=i
ndex&a=show&catid=21&id=21

Anton Rubinstein International Competition in Germany — Saxophone, 2023.
Website for the German Anton Rubinstein International Competition in
China [online]. [viewed 16 October 2025]. Available from: http://www.
madow.com.cn/competition_1834.html

Concours de Geneve. International Music Competition [online]. [viewed 16 Oc-
tober 2025]. Available from: https://www.concoursgeneve.ch/section/about/
the_competition/

Pernik International Competition Awards Young Classical Musicians [online].
[viewed 16 October 2025]. Available from:

https://www.bta.bg/en/news/culture/879726-pernik-international-
competition-awards-young-classical-musicians

20th World Saxophone Congress, Events held in 2025. The 20th Harbin
International Saxophone Conference [online]. [viewed 16 October 2025].

Available from: https://baike.baidu.com/item/ZE20/mEHFF=EiiE K
662512872fr=aladdin

374



27

https://doi.org/10.33919/YSMDF.26.20.27

MY3WUKAAHA TEPMUHOAOTUSA U
MY3UKAAEH E3VK B KAABUPHUTE
NPOU3BEAEHNA HA ANBAHCKMU
KOMMNO3UTOPU: YECK 3AAES,
PAMAAAH COKOAU, PAYD ANOMU

MMVMO3A [JPAHYOJIV (KOCOBO)!

THE MUSIC TERMINOLOGY AND MUSIC LANGUAGE
IN THE PIANO WORKS OF ALBANIAN COMPOSERS —
CESK ZADEJA, RAMADAN SOKOLI, RAUF DHOMI

MIMOZA DRANCOLLI (KOSOVO)?

Pestome: VicTopusTa Ha KlIacuyecKaTa My3MKa, OT Hali-paHHUTe
KOMIIO3UTOPH JIO HAalllM JTHY, € 6oraTa Ha TepMMHONIOIUA, KOATO
ce IPOMEHA U pas3slIMpsABa B 3aBUCUMOCT OT Pa3IMYHNATE €MOXN U
HepuoAy Ha pasBuTHe. MysMKajmHaTa TEPMMHOIOTUA € KIII0UOB
€/IeMeHT B MHTepIpeTaluATa Ha MPOMU3BefleHUATa M M3pa3saBa-
HEeTO Ha eMoluy. MysMKa/lHaTa TEPMUHONIOTUA U MY3UKaTHUAT
€3JIK IIPeOCTaBAT Ha U3II'B/IHUTENA ACHU HACOKU 32 MHTEpIIpe-
THpaHe Ha IPOM3BefleHNATA B Pa3IMYHM ACHEeKTH, KaTO XapMo-

1" Mumosa Jpanuomn e fokropaT B HoB OBArapcky yHUBEPCHUTET, JOKTOP-
cKa mporpama ,Mysuka“ ¢ HaydeH pbkoBoguten mpod. g-p Teopru ApHaynos,
e-mail: mimoza.pajaziti@unhz.eu

2 Mimoza Drangolli is a Phd Student at New Bulgarian University, PhD Pro-
gramm Music. Scientific supervisor Prof. Dr Georgi Arnaoudov,
e-mail: mimoza.pajaziti@unhz.eu

375


https://doi.org/10.33919/YSMDF.26.20.27

MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

376

HIS, Menoays, popMa 1 JUHaAMUKA.

Bprpexn 4e knacuyeckara ajibaHCKa My3MKalTHa TEPMUHOMIOTHSA
3aI104Ba Jja Ce pasBUBa MHOTO IMO-K'bCHO (1pe3 40-Te 1 50-Te ro-
nuuu Ha XX BeK), TS Bb3IpUeMa MHOXXECTBO MPUMEPU OT pas-
JINYHU €3ULM U VICTOPUYECKM IEPUOIM, KOUTO Ce M3IOI3BaT
YCIIOpEIHO WM KaTo aITepHATUBY B a10aHCKATa My3MKalHa JIU-
tepatypa (Tole & Polena, 6e3 fara).

VuTerpupanero Ha Ta3y TEPMUHOIOIY B TBOPYECTBOTO Ha ajl-
OaHCKUTe KOMIIO3UTOPU M3UCKBA KAKTO KYITYpHO pas3bupane,
TakKa U B/lajleeHe Ha MCTOPUYECKNUA ¥ TeOpeTM4eH KOHTeKCT Ha
K/Iacu4ecKaTa My31Ka, CbyeTaBaHe Ha TPaAMI[MOHHATa anbaHCKa
MY3JKa B TeXHITe KOMIIO3UIIVN U M3I0/I3BaHe Ha TPaJUIIVIOHHN
¢dbopMu Hapeq ¢ KITaCUYeCKNTe.

MysukanHaTta TEPMMHONOTMA ¥ MYSUKA/IHUA €3VK, U3IOJI3Ba-
HY B K/IABYPHUTE IIPOM3BEIEeHNA Ha a/I0aHCKITe KOMIO3UTOPH,
BK/IIOYBAT Pas/IMYHM acIIeKTV Ha My3MKa/IHaTa KOMIIO3MIs, VH-
TepIpeTalus U aHa/lIN3, TPASUIIMOHHO pa3fie/IeHN Ha KaTeToOpuUM
KaTo >KaHp, PUTDM, JUHAMUKA, (popMa, XapMOHuUA U Menoaus. B
TO3U JOK/Iaf ie O'bJaT aHa/MU3UPAHM SKaHP'BT, PUTBMBT, AVHA-
MUKaTa, (opMaTa, XapMOHUATA ¥ METOAMATA, KaTO Ce VEeHTH-
buLMpaT TeXHNUTE XapaKTePUCTUKU B KOHTEKCTA Ha K/IABYPHUTE
NIpOM3BENEHMUA.

Kntouoéu Oymu: MysukanHa TePMUHOJIOTMS, MYy3MKaJIeH e3UK,
a;mbaHCcKa MY3UKa, pUTHM, IVHAMMKA, METPUKA

Abstract: The rich terminology of classical music has evolved
and expanded depending on the different eras and developmen-
tal periods from the earliest days of composition to the present
day. Music terminology is a crucial element in the interpretation
of works and the expression of emotions. Music terminology and
music language provides clear instructions for interpreters regar-
ding various aspects of musical works, including harmony, melo-
dy, form, and dynamics.

Although the terminology of classical Albanian music began to
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develop much later (in the 1940s-1950s), it has adopted various
sources from different languages and historical periods that were
used either in parallel or as alternatives in Albanian musical liter-
ature (Tole & Polena, n.d.).

For Albanian composers, the integration of these terminologies
into their work necessitates both a cultural understanding and a
mastery of the historical and theoretical context of classical mu-
sic. This integration involves the blending of traditional Albanian
music into their compositions, as well as the use of traditional
forms alongside classical ones.

The music terminology and music language employed in the pi-
ano compositions of Albanian composers encompasses diverse
aspects of music composition, interpretation, and analysis, which
are traditionally categorized into genres, rhythms, dynamics,
forms, harmonies, and melodies. The present paper examines
both the music terminology and the music language used in pi-
ano works and will analyses the genre, rhythm, dynamics, form,
harmony, and melody by identifying their characteristics in the
context of piano works.

Keywords: Music terminology, music language, Albanian music,
rhythm, dynamic, metric.

INTRODUCTION

Classical music, from its earliest beginnings with the first compos-

ers to the present day, has a rich terminology which has changed and
expanded across different eras and periods of development. Music ter-
minology is a crucial element in the interpretation of works and the ex-
pression of emotions, providing clear guidance for the performer.

With the development of music through centuries and eras, music

terminology has evolved, particularly during the Classical period, when
it became more structured and standardized.

In addition to music terminology, the concept of music language

plays a crucial role in understanding piano works. Music language re-
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fers to the way music’speaks’ through its fundamental elements,such as
melody,rythm,harmony,form,dynamics,and texture.While terminology
provides the performer with written instructions on how tointerpret a
work,musical language encompasses the structural and expressive char-
acteristics that give the piece its identify.For example,a composition may
feature a 7/8 rhythimc pattern,modal harmonies,or folk insipired melo-
dies,these are elements of musical language. In contrast, indications such
as allegro,forte,os staccato represent musical terminology of a work is
essential for a comprehensive analysis of Albanian piano compositions.
If we refer to musical development across eras, we notice that in
the Baroque period, dynamic markings were limited to “Forte” and “Pi-
ano,” but with the development of music during the Classical period, the
terminology expanded to include terms such as “rubato,” “legato,” and
“espressivo,” which require a freer emotional interpretation. As music
evolved through different periods, music terminology and music lan-
guage also developed as one of the clearest guidelines for accurately and
correctly interpreting works. Music terminology is divided into sever-
al categories: tempo markings, dynamics, articulation, also Music lan-
guage divided into categories:genre,rhythm and metre,melody,harmony.

THE INFLUENCE OF INTERNATIONAL MUSIC
TERMINOLOGY ON ALBANIAN MUSIC
TERMINOLOGY

A multitude of factors, including politics, culture, economy,
tradition, aesthetics, religion, and social elements, have exerted a
profound influence on the evolution of Albanian music throughout the
centuries and historical periods. While these factors were extrinsic to
the artistic realm, they nevertheless exerted a significant influence on
the development of Albanian music, particularly the political and social
factors that impacted the free expression of emotions and composition
among Albanian composers in their works. The socio-political changes
that occurred during the Communist regime had a profound impact
on artistic expression, compelling composers to adapt their artistic
practices within the constraints imposed by censorship and ideological
limitations (Kraja, n.d.).
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Although Albanian classical music terminology emerged much
later, with the advent of musicology in the 1940s and 1950s, it drew upon
a variety of sources from different languages and periods. These sources
were employed either in parallel or as alternatives in Albanian musical
literature.

Albanian music underwent a period of significant development in
the latter half of the 20th century, particularly in 1956 with the compo-
sition of Cesk Zadeja’s first symphony (Tole & Polena, n.d.). The works of
Albanian composers were predominantly inspired by traditional models
of the Classical-Romantic type, prevalent during the 18th and 19th cen-
turies. For Albanian composers, the integration of these terminologies
into their work necessitates both a cultural understanding and expertise
in the historical and theoretical context of classical music. This integra-
tion involves the incorporation of traditional Albanian music into their
compositions, alongside the utilization of these forms in conjunction
with traditional classical forms. A significant influence on the artistic
creativity of Albanian composers was folk music, characterized by sim-
plicity in expression, emotional richness, melodic-rhythmic, modal-ton-
al, linguistic, and structural elements (Kapxhiu, 2018).

Significant contributions to Albanian classical music have been
made by composers Cesk Zadeja, Ramadan Sokoli, and Rauf Dhomi,
who have blended elements of Western music with traditional Albanian
music. Through his oeuvre, Zadeja has established archetypal models of
artistic expression in relation to folklore, wherein the artist’s sensitivity
to these values is intricately interwoven.

Initially, Albanian composers focused on the arrangement of folk
songs and the citation of folk music melodies. Through the application
of more advanced compositional techniques, these melodies were trans-
formed into vocal, instrumental, choral, and orchestral forms.

If we compare Albanian composers who base their creativity on
traditional Albanian music, in our case the composer Cesk Zadeja, with
international composers, where we highlight the pianistic creativity of
Bela Bartok, we notice that both composers share a common approach
in the use and elaboration of folklore. Bartok in his pianistic works
has collected and integrated Hungarian, Romanian and Slovak folk
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melodies, using modal scales and characteristic rhythms such as 5/8 and
7/8, which give the music an energetic and percussive character. A clear
example is the piano work ‘Romanian Folk Dances’, where each dance
has a different rhythm and character from each other and special accents
that reflect the nature of traditional dances.

Similarly, Cesk Zadeja has used elements of Albanian folklore
in his creativity, processing them in a cultivated musical language.
Although the cultural context is different, both composers manage to
preserve the authenticity of the folk material, transforming it into artistic
works of high aesthetic value. The main difference lies in the folkloric
source and the individual way of treatment, but the goal remains the
same: to elevate folk music to an elaborate concert level.

MUSICAL TERMINOLOGY AND MUSICAL
LANGUAGE IN THE PIANO WORKS OF
ALBANIAN COMPOSERS

As with other musical genres, the terminology and language
used in the piano works of Albanian composers is primarily based on
traditional Western classical terminology, but incorporates elements of
folklore. This blending has brought great innovation to Albanian music,
enriching it and making it more recognised and appreciated in the
European context and beyond.

The music terminology and music language employed in the piano
compositions of Albanian composers encompasses diverse aspects of
music composition, interpretation, and analysis, which are conven-
tionally categorised into tempo, dynamics, articulation, genre, rhythm,
form, harmony, and melody.

Music Terminology:

Tempo

Tempo markings are fundamental part of musical terminology,
providing performers with guidance on the speed and character of a
piece.In the piano works of Albanian composers,indications such as
Allegro,Andante,Moderato,and Alla Marcia are commonly used to
convey both the pace and the expressive intention of the music. These
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tempo markings are especially important in compositions inspired by
folk dances, where rapid or irregular rhythms must be executed with
precision to reflect the traditional character. By following the composer’s
tempo indications, performers can accurately interpret the emotional
and stylistic nuances intended in the work. In addition to classical
tempos, they make use of tempo markings such as alla marcia, scherzo,
rubato, and so forth. For instance, in his Humoresque for piano, Cesk
Zadeja employs the alla marcia tempo to convey the work’s sense of
pomp and rhythm.

Dynamics

Dynamics, as a means of expression to emphasise emotions, con-
trasts, and musical colours, are an important part of the character of Al-
banian composers’ works. The dynamic range in the piano works of Al-
banian composers often reflects the emotional state or the very character
of the piece. The frequent dynamic contrasts change the melodic flow
and character, moving from lyrical passages played softly on the piano to
dramatic sections with crescendos and strong fortissimo passages, often
with intense passion. The use of soft passages (pianissimo) versus pow-
erful ones (forte) can create an emotionally striking effect, commonly
found in many works by Albanian composers. Pianists, therefore, must
carefully study dynamic contrasts when performing works by Albanian
composers, as they convey the composer’s intended message and artistic
expression. Moreover, the dynamic contrast can be observed in the work
of composer Cesk Zadeja, particularly in his piano piece Humoreska,
where the first theme appears with a convincing sforzato and immedi-
ately changes character, shifting into piano with a lyrical theme shaped
as a question-and-answer dialogue (Fig.3) (Berisha, n.d.).
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Articulation

Articulation markings, including legato, staccato, accent, and
tenuto, are essential for shaping the phrasing and expression of melodies.
In Albanian piano compositions, such as Cesk Zadeja’s Toccata or
Ramadan Sokoli’s Vallja e Lodrés, articulation is used to mirror the
rhythmic vitality of traditional dances and to highlight expressive
contrasts. Proper attention to articulation allows the performer to
convey the subtleties of phrasing, emphasize characteristic motifs, and
maintain clarity in complex passages. Through careful execution of
articulation markings, the fusion of classical techniques with Albanian
folk elements becomes evident, revealing both technical mastery and
cultural expression.

Music Language

Genre

Albanian composers are predominantly inspired by European
classical compositions. Consequently, they have composed a wide variety
of musical pieces, including sonatas, études, and concertos. However, the
majority of their compositions were of a shorter nature, often referred
to as “miniatures,” which typically exhibited a simplified form and were
frequently distinguished by their immediate expressiveness, which
was influenced by folk songs. These miniatures are known to reflect a
variety of themes, including emotions, landscapes, and images depicting
Albanian life. A list of the titles of these miniatures would include, but is
not limited to, the following: Dance, Scherzo, Humoresque, Impressions,
Toccata, Nocturne, and so forth. In addition to the aforementioned
subjects, there are also miniatures dedicated to national landscapes or
characters, including Kosovar Dance, Impressions of Dardania, The
Dance of the Toy, The Dance of the Fairies, and so forth. It is evident that
composers have demonstrated a high level of expertise in integrating
elements of Albanian music with the genre of the piece. For instance,
in Toccata, the composer Zadeja has skilfully integrated the spirit of
national music with rhythmic proficiency and dynamic movements
(Fig. 1). The Toccata form exerts a significant influence on Albanian
piano music, frequently encapsulating the rhythmic dances of Albania
(Sokoli, 2014).
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Rhythm and Meter

Rhythm constitutes a pivotal element in the construction and
harmonisation of a piano piece; it functions to organise rhythm, tempo,
and metre within a temporal framework. Albanian composers, whilst
utilising international musical tempos and meters in their works, have
frequently employed irregular rhythmic forms such as 5/8, 7/8, 9/8, etc.,
reflecting the pulse of traditional Albanian musicIn his composition
entitled Vallja e Lodrés (The Dance of the Toy), Ramadan Sokoli employs
a combination of rhythms 7+5/8 (Fig. 2), which are characteristic of
Albanian traditional music. This combination serves to emulate the
sound of the daulla, a traditional percussion instrument.

Vallja e lodrés
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Fig.2
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Melody

Melody in Albanian piano works is often rich with simple, clear
passages rooted in folk sensibilities. Rhythmic works reflecting Albanian
dances present a developed and challenging technique for the pianist. In
many works, the melodies are quotations from traditional songs, using
intervals and melodic movements that display typical characteristics of
folk music.

Harmony

In piano works, harmony is also a crucial element, often reflecting
a blend of influences from International classical tradition and more
modern forms, infused with elements from Albanian folklore. The har-
mony is frequently rich with simple chords, augmented seconds, and
diminished intervals, creating a strong, dense sense of warmth and tra-
gedy. Albanian composers often use chromaticism and dissonance, blen-
ding fast and slow movements that reflect variations of a theme or motif,
creating internal development and building dramatic tension, thus
conveying powerful emotions to the listener.

MUSIC TERMINOLOGY AND MUSIC LANGUAGE IN
THE PIANO WORKS OF ALBANIAN COMPOSERS:
CESK ZADEJA, RAMADAN SOKOLI, RAUF DHOMI

Cesk Zadeja is widely regarded as a seminal figure in the realm of
Albanian music, distinguished by his remarkable capacity to amalgamate
traditional Albanian folk music with elements of international classical
music. His compositions demonstrated a sophisticated musical vo-
cabulary, reflecting his profound engagement with cultural heritage,
incorporating traditional instruments such as the giftelia and lahuta, as
well as incorporating melodic and rhythmic patterns firmly embedded
in the folk tradition. Despite the absence of direct folk motives in his
oeuvre, there are discernible elements and structures of folk music,
including intonations, figures, and prefigures. In works such as Valle
(Dance), Vallja e Xhuxhave(Dance of the Dwarfs), and Toccata, he
employs rhythms in 5/8 and 7/8 time, which are characteristic of folk
dances In the composition entitled ‘Variations based on folk themes’, the
composer employs the motif from the old Shkodra folk song ‘Kenkan
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mbushur malet me boré” which was originally used as an epic leitmotif
in the film Skanderbeg (film music composed by C.Zadeja and Russian
composer G.Sviridov-V.Tole, 2022). He uses this motif as a thematic
basis and develops it through five variations by utilising advanced
compositional techniques (Sokoli, 2014).

Ramadan Sokoli is a well-known Albanian composer. Sokoli
significantly influenced the development of Albanian classical music by
creating a distinct style that incorporates elements of folk and traditional
music into his works. His pieces are primarily in the traditional
European style as standard forms (sonata,variacione,rondo,scherzo etc.)
with a tonal system (mayor-minor) and standard Italian terminology
as (staccato,legato,crescendo) but are infused with elements and motifs
from traditional music, including fast and dynamic rhythms that create
powerful energy, harmonies rich in dissonance that create tension and
contrasts, and dynamic contrasts that express emotional states,including
fast and dynamic rhythms that create powerful energy, harmonies
rich in dissonance that create tension and contrasts, and dynamic
contrasts that express emotional states. His works are often written in
rhythms of 5/8, 7/8, and 9/8, reflecting the rhythms of Albanian dances,
though he also uses compound rhythms like 3+5/8 or 7+5/8. In Vallja e
Lodrés(Dance of the Toy), Sokoli uses these rhythms to create a lively and
dynamic atmosphere, mirroring the movements of traditional Albanian
dance, which are often complex, fast, and require technical skill from the
pianist (Kraja, n.d.).

Rauf Dhomi is a renowned Albanian composer who lives and
works in Kosovo. Dhomi’s compositions follow traditional styles and
forms with varying technical and interpretive demands. His opus
includes 70 piano works that encompass various forms, such as sonatas,
scherzos, variations, and passacaglias, which have their characteristics
while remaining within the standard forms of composition, differing
in artistic musical expression. Dhomi’s works also feature elements
of traditional Albanian music, such as modal tonalities, compound
rhythms like 7/8, 9/8, and 12/8, and melodic figures that mimic folk in-
struments like the sharkia, lahuta, and gérneta. His originality lies in the
fact that while his works include elements of traditional music, they do
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not directly borrow motives or melodies from folk songs, but instead,
they resonate with a distinctly Albanian sound (Jakupi, 2021).

CONCLUSION

Music terminology and music language are a pivotal component in
the articulation of intentions and sentiments inherent within the works
of composers. A similar phenomenon pertains to Albanian composers,
who utilise music terminology to establish a connection between Western
classical concepts and Albanian musical traditions. This approach opens
up novel avenues for artistic expression, thereby ensuring that their
contribution is comprehended within a global framework.

Albanian composers can express their musical ideas within the
classical tradition while remaining faithful to their cultural heritage,
thanks to the diverse range of terms with which they are endowed. These
terms range from rhythm and dynamics to harmony and melody (Kole,
n.d.).

In the evolution of Albanian music, composers such as Cesk Zadeja,
Ramadan Sokoli, and Rauf Dhomi have made significant contributions,
establishing a distinctive synthesis between the Albanian musical
tradition and the innovative techniques prevalent in international music.

Furthermore, the pianistic output of these composers has
undergone significant development in the field of terminology, with
the emergence of new terms expressing heroism, epic themes, and
emotions reflecting elements of Albanian music. In conclusion, it has
been established that the terminology and music language employed by
Albanian composers is abundant and diverse, incorporating elements
of Albanian music such as rhythms in 5/8, 7/8, and 9/8, as well as
compound rhythms like 7+5/8. Melodically, frequent dynamic shifts
from piano (soft) to forte (loud) and fortissimo convey emotional states
and grandeur. In terms of harmony, there is frequent use of chromatics,
augmented seconds, and elements that imitate folk instruments. These
include the sharkia (a traditional Albanian instrument), drums, and
others.

387



MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

REFERENCES

Books:

BERISHA, B, Fjalor enciklopedik muzikor (Encyclopedic Musical Dictionary),”
Koha™2014

TOLE, V., POLENA, 1, Fjalor i muzikés klasike dhe popullore(Dictionary of
classical and folk music), Albanian Academy of Science, 2015.

KRAJA, N., Histori e muzikés shqgiptare(History of Albanian music),
Morava-2022

KRAJA, N., Muzika instrumentale shqiptare(Albanian instrumental music),
Morava-2005

KOLE, K., Simfonizmi né muzikén e Cesk Zadesé (Symphonism in the music of
Cesk Zadeja Albanian Academy of Science,2004

SOKOLL, R., Figura e Skénderbeut né Muziké(The Figure of Skanderbeg in
Music). “8 Néntori”-1978

TOLE, V., Ceska Zadeja-Jeta dhe vepra(Life and work)-2022.

Internet-based sources:

Bizhga, D. The Influence of Folklore on the Cultivated Albanian Music of the
XX Century (ISSN 2414-8385 (Online).

Jakupi, S., Piano works by composer Rauf Dhomi (Analysis for interpretation).

Kapxhiu, A., Albanian music developments and its folkloric elements — Anglis-
ticum Journal (IJLLIS), Volume: 10 | Issue: 6 |.

388



28

https://doi.org/10.33919/YSMDF.26.20.28

ALBANIAN WOMEN PIANISTS IN ALBANIA
AND KOSOVO: PIANISTIC FEMININITY
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Abstract: This paper examines “pianistic femininity” as an
aesthetic category historically produced and practically
negotiated by women performers, focusing on two parallel but
distinct trajectories: Albania and Kosovo. Grounded in feminist
aesthetics (Korsmeyer), Nochlin’s theses on structural barriers,
and historiographical as well as memoir sources, the study traces
the liturgical and folkloric foundations of Albanian art music, the
post-World War II institutionalization of music education, and
the shaping of the pianist’s role as both soloist and collaborator.
In Albania, the consolidation of conservatories and concert

1 Syzana Jakupi is a PhD student at the New Bulgarian University, doctoral
program "Music" with scientific supervisor Assoc. Prof. Dr. Rositsa Becheva,
e-mail: suzana.jakupi@unhz.eu

2 Crosana SIkymn e foxTopanT B HOB OBArapcKu yHMUBEPCHUTET, HOKTOPCKa
mporpama ,Mysuka“, ¢ Hay4eH pBbKOBORUTeN Aoll. A-p Pocuia Beuesa, e-mail:
suzana.jakupi@unhz.eu

389


https://doi.org/10.33919/YSMDF.26.20.28

MJIAJ] HAYYEH ®OPYM 3A MY3UKA W TAHLI, 6poii 20. Hayunu cmamuu u cmyouu

390

life fostered the emergence of figures such as Ida Melgushi and
Marita Vuksani, who exemplify the transition from the gendered
“domestic piano” to professional artistry. In Kosovo, by contrast,
institutional delays, political pressures during the Yugoslav era
and the 1990s, and forms of cultural resistance (e.g., the Women’s
Mandolin Orchestra in Peja, 1952; the Girls Choir in Peja,
1994) marked the path toward the establishment of local music
faculties (University of Prishtina, 1975). Case studies including
Hadije Gjinali, Besa Zajmi, Ildiko Juniku, Valbona Pula-Petrovci,
Lejla Haxhiu-Pula, and Teuta Pllana highlight similar processes
of professionalization. The comparative analysis shows that,
although institutional pathways diverged, the aesthetic logic of
pianistic femininity as a discursive construct continually reshaped
through performance remains homologous.

Keywords: pianistic femininity; feminist aesthetics; Albanian wo-
men pianists; music history; music education; Kosovo; Albania.

Pe3stome: HacTosAmara ctaTus pasriexsa ,IMaHINCTUIHaTa JKeH-
CKOCT® KaTo ecTeTnyecKa KaTeropys, UCTOPUYeCKN Ch3fazieHa I
IIPAKTUYeCKN YTBbPAEHA OT )KeHM U3II'BIHUTEIIKN, KaTo ce QOKY-
crpa BBbPXY ABe Iapajie/Hy, HO Pa3INyHy TpaeKTopun: Anbanus
u KocoBo. OcHoBaBaiiku ce Ha ¢pemunuctkara ecretuka (Kop-
cMeitpp), Te3aTa Ha HOX/IMH 3a CTPyKTypHUTe 6apuepy, KakTo
Y Ha VICTOPUOTPAaCKM ¥ MEMOAPHM M3TOYHMIM, U3C/IeIBAHETO
IpOC/IefsaBa MUTYPIUIHNTE U (POTIKIOPHNUTE OCHOBM Ha anbaH-
CKaTa Kjacu4ecka My3MKa, MHCTUTYIMOHAIM3VPAHETO Ha My31-
Ka/IHOTO oOpasoBaHue ciei Bropara cBeToBHa BOIHA U1 pOpMM-
paHeTo Ha po/ATa Ha NMAHMCTA KAaKTO KaTo COJIVCT, TaKa U KaTo
CBTPYAHMK. B AnbGaHusa KOHCOMMAMPAHETO Ha KOHCEPBATOPUM-
Te U KOHIIEPTHM >KMBOT CIIOMOTHA 3a I0sIBaTa Ha QUIypyU KaTo
Mpa Menrymmn n Maputa Bykcanu, KOUTO MIIOCTpUpaT Ipexofa
OT ,,JJOMAIIHOTO MMAHO", aCOLUMPAHO C )KeHaTa, KbM npodecno-
Ha/JHOTO M3KycTBO. B KocoBo, HampoTwB, MHCTUTYLMOHATHU
3aK'bCHEHNA, IOMUTUYECKM HATUCK IO BpeMe Ha I0TOCTaBCKaTa
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eroxa 1 npe3 90-Te TOAVHM, KaKTO U GOPMU Ha KYITYPHO CBII-
pOTUBUTENHO ABVDKeHMe (Hampumep JKeHCKMAT MaHJONMHEH
opkectsp B Ilest, 1952 r.; [lerckust xop B Iles1, 1994 r.) mapkupar
I'bTA K'BM Ch3[JaBaHETO HAa MECTHY My3UKamHu paxynrety (YHM-
Bepcutet B IIpumuna, 1975 r.). Kasycn, Bxmousamu Xague Iu-
Hanu, beca 3arivu, Vinguko IOHuMKky, Banbona ITyna-IleTposuu,
Jleitna Xakumy-ITyna u Teyra IInana, moguepraBar CXOqHM IPO-
necy Ha npodecronanusanys. CpaBHUTETHUAT aHAIN3 MIOKa3-
Ba, Y& MaKap MHCTUTYLMOHA/IHNUTE II'bTUINA Jja Cé pasMMHaBarT,
ecTeTy4ecKaTa JIOTMKAa Ha NMAHUCTMYHATA >KEHCTBEHOCT KaTo
IUCKYPCUBEH KOHCTPYKT, HeNpeKbCHATO IIpeobpasdyBaH dYpe3
M3I'BTHEHNATA, OCTaBa XOMOJIOTMYHA.

Kntouo6u 0ymu: naHUCTIYHA )XEHCTBEHOCT, PeMIHICTKA eCTe-
TUKQ, a/I0AHCKY IMMAHUCTKY, UCTOPMsI Ha MY3MKaTa, My3MKaTHO
obpasoBanue, KocoBo, Anbanns

INTRODUCTION

The etymology of mousiké (povowr)), “the art of the Muses”,
provides music with an early mythical horizon in which femininity is
divinized as inspiration, memory, and the articulation of voice and
movement (Encyclopaedia Britannica, 2025). From the outset, then, the
very term “music” is bound to the feminine, with the Muses embodying
the artistic principle itself. Yet, in the real histories of women perform-
ers, their bodies, biographies, and work have often been mediated, mar-
ginalized, or displaced in favor of male names and narratives (Korsmey-
er, 2008; Nochlin, 1988).

This paper approaches “pianistic femininity” not as a biological
essence but as an aesthetic and cultural category produced through
criticism, pedagogical manuals, institutions, and stage practices
and as such, one that can be redefined through the performances of
pianists themselves. In this sense, performative evaluation and social
expectations are examined as mechanisms by which “femininity” is
aestheticized, normalized, and potentially rewritten.
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Our approach interweaves: (a) a theoretical framework on
femininity as an aesthetic metalanguage; (b) a historical trajectory
concerning Albania; (c) a historical trajectory concerning Kosovo, with
attention to political and institutional specificities; (d) representative
case studies; and (e¢) a comparative analysis of Albania and Kosovo.
Methodologically, the study draws on theoretical literature, musicolog-
ical and historiographical scholarship, archival and memoir sources,
as well as oral testimonies and interviews. The contribution is twofold:
conceptual (clarifying “pianistic femininity” as a non-essentialist
aesthetic category) and empirical (bringing Albanian and Kosovar cases
as evidence of the practical rewriting of this category).

THEORETICAL FRAMEWORK: FEMININITY
AS ANEGOTIATED AESTHETIC CATEGORY

Feminist aesthetics has shown that supposedly “neutral” terms of
aesthetic discourse—beauty, taste, sublimity, delicacy/strength—often
conceal gendered codes that regulate expectations concerning the female
performer’s body, gesture, and timbre (Korsmeyer, 2008). The relevant
question is not whether women “play differently,” but rather how the la-
bels “feminine/masculine” are produced within performative evaluation
and how these labels become regimes of expectation (Lim, 2012). In the
nineteenth and twentieth centuries, piano manuals and the norms of the
“domestic piano” for the bourgeois woman created a gendered practice:
the economy of gesture, the “soft tone,” and a repertoire deemed “ap-
propriate” (Vorachek, 2010). Yet in practice—particularly when women
pianists engaged with the so-called “heavy” repertoire—this discursive
code was unsettled (Ellis, 1997; Lim, 2012). Nochlin’s (1988) thesis that
the “absence of great women artists” stems from institutional barriers
rather than talent remains crucial for understanding the musical field as
an economy of power no less than of aesthetics.

In this light, “pianistic femininity” is read as a discursive and
practical construct, reproduced and renegotiated through criticism,
pedagogy, institutions, and performance itself. This conceptualization
makes possible not only the deconstruction of normative codes, but also
their rewriting through the very act of performance.
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FOUNDATIONS IN ALBANIA:
LITURGY, FOLKLORE, INSTITUTION

Albanian art music took shape at the crossroads of Byzantine and
Gregorian traditions, which provided the “first school” of reading, po-
lyphony, and ensemble discipline (Tole, n.d.). Two popular and aesthet-
ic pillars—southern iso-polyphony (UNESCO, 2003) and the northern
epic monody—shaped a taste for texture and narrativity (Tole, n.d.).
During the National Renaissance, choral practices and folkloric arrange-
ments were institutionalized as civic repertoire, while the piano gained a
formative and accompanying role in urban settings. After World War II,
the Jordan Misja Lyceum (1946-47) and the Tirana Conservatory (1962,
later the Academy/University of Arts) standardized piano curricula; a
nationwide network of art schools in various cities created a steady gen-
eration of performers and female pedagogues (Koligi, 2004; University
of Arts, 2008). The contribution of women educators (1900-1950) in vo-
cal pedagogy and ensemble work is well documented (Lici, 2024), direct-
ly influencing the rise of piano accompaniment. Within this ecosystem,
figures such as Jorgjie Truja and Marije Kraja—though primarily vocal-
ists—set high standards in the piano-voice partnership and increased
the demand for women pianists as collaborators, shaping both program-
ming and pedagogical ethics (Lici, 2024). Building on this foundation,
Ida Melgushi as a pioneering teacher in Shkodér and Marita Vuksani
as pedagogue and community figure at “Prenké Jakova” embodied the
civic, ethical, and formative dimension of the Albanian pianist (Kujto.
al, 2024; RTSH Shkodra, 2025; Shkodra Zone, 2025). This “institutional
verticality” created a clear pipeline from specialized secondary schools
to the university and, ultimately, to the concert stage.

DEVELOPMENT IN KOSOVO: POLITICAL
PRESSURES, CULTURAL RESISTANCE,
INSTITUTIONAL GROWTH

The Kosovar trajectory was historically delayed and heavily
burdened by politics: the partitions under two world wars and subsequent
incorporation into the Yugoslav federation, dominated by Slavic
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cultural hegemony, placed Kosovo in a peripheral position (Pulaha,
1984; Elsie, 2010). Nevertheless, after 1945 the first music schools were
established—“Lorenc Antoni” in Prizren (1947) and “Prenk Jakova” in
Prishtina (1949)—which laid the foundations of professional training,
often staffed by teachers from Yugoslav centers or Central Europe. Thus,
pianistic professionalization in Kosovo began as an “imported model”
before gradually becoming a local tradition. A landmark moment of
emancipation was the Women’s Mandolin Orchestra in Peja (1952),
conducted by the Czech musician Franjo Vacculny, where women
publicly performed from written scores—challenging both the oral
musical culture and prevailing conservative mentalities, with direct
impact on professional education (Jakupi, 2015). The founding of the
Faculty of Arts at the University of Prishtina in 1975, despite chronic
shortages, became the core of local qualification. The 1990s—after the
revocation of autonomy in 1989—were marked by institutional closures
and the emergence of parallel Albanian education; within this context,
the City Girls’ Choir in Peja (1994), directed by pianist and pedagogue
Syzana Jakupi, stood as an act of cultural resistance and aesthetic
formation under repression, supported by the “Association of Cultural
Activists.” In this sense, pianistic femininity in Kosovo also emerged as a
language of public emancipation under constraint.

The earliest piano teachers in Kosovo—often with limited access
to specialized qualifications—formed the basis of the local pianistic
tradition: Hadije Gjinali (the pioneer from Prizren), Besa Zajmi, Ildiko
Juniku, Nexhibe Bukoshi-Elezi, Myrvete Shehu, Pasionaria Nimani, and
Letafete Ballata. A key “hybrid” profile is Meri Kavkaleska-Stoilkova,
who played a crucial role in founding the piano section of the Prishtina
Academy/Faculty of Arts (1974/1975), despite her mixed non-Albanian
background, as she herself noted. With the establishment of local
departments and the return of graduates from Belgrade, Zagreb, and
Skopije, a distinct Kosovar pianistic school gradually emerged. This post-
1975 growth transformed the piano department into a self-reproducing
hub of professional expertise.
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Three names mark the culmination of local formation:

* Valbona Pula-Petrovci - the first Kosovar pianist to graduate
(1980), with a concert career across the federation and a strong
pedagogical and organizational role during the difficult years,
including the founding of the “Amadeus” school and academic
appointments at the University of Prishtina.

* Lejla Haxhiu-Pula - the first Albanian woman in Kosovo to
obtain a master’s degree in piano (1986), with a wide-ranging
career as soloist and chamber musician, founder of initiatives
such as Chopin PianoFEST Prishtina (2010), and systematic
cultivation of new generations (=60 diploma completions).

» Teuta Pllana - pianist and pedagogue trained at the University
of Prishtina with further specializations abroad; active as a
soloist and collaborator in former Yugoslavia and Europe, later
engaged in academic work in the United States.

These biographical trajectories demonstrate the logic of transition:
from the absence of institutional frameworks to the establishment of
active departments and schools; from oral culture and the gendered
“domestic piano” to the professional profile of the pianist as soloist,
accompanist, pedagogue, and community actor. Synthesizing these
developments, the post-1970s generation established stage and academic
standards that redefine “femininity” as a category of competence rather
than softness.

SELECTED CASE STUDIES

Albania

* Ida Melgushi (1909-1986) — Piano teacher in Shkodér; despite
repression after 1945, her home became a center of artistic
training. Her students included leading composers and pianists
(Kujto.al, 2024; Radovani, 2024). The Melgushi case illustrates
the role of the “home-studio” as both a site of training and
cultural resistance.

» Marita Vuksani - Pedagogue at “Prenké Jakova” (Shkodér), a
community figure and organizer; model of the pianist-mentor
who connects the classroom to the stage (RTSH Shkodra, 2025;
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Shkodra Zone, 2025). Vuksani exemplifies the classroom-stage
continuum as a politics of care for the community.

Kosovo

* Hadije Gjinali (1934-2022) - Pioneer of piano teaching,
active in Prishtina and Prizren; a bridge across generations
and pedagogical languages. Her work transformed structural
absences into local pedagogical capital.

* Besa Zajmi (1941-1995) - Piano teacher whose long-term
mentoring shaped many students (including Kosovo’s first
female piano graduate, Valbona Pula-Petrovci). Her role
highlights the weight of sustained mentorship.

» [ldiko Juniku (1942-2018) - Devoted pedagogue in Prishtina,
who also led the RTP Children’s Choir before later activity
in Senta; an example of professional mobility and multi-
ethnicity within the faculty. The Juniku case shows inter-ethnic
collaboration as a pedagogical asset.

Valbona Pula-Petrovci / Lejla Haxhiu-Pula / Teuta Pllana — Three
pillars of the post-1970s/1980s interpretive and pedagogical profile:
soloistic activity, collaborations with local and regional orchestras,
academic engagement, and organization of festivals and competitions.
This trio signals the institutionalization of “femininity-as-expertise” as a
professional standard.

COMPARATIVE ANALYSIS:
ALBANIA AND KOSOVO

Table 1. Institutional ecology and key indicators

Dimen- Albania Kosovo
sioni

Institu- Early (1946-1962); stable | Delayed; Faculty of Arts—
tionaliza- verticality (lyceum- University of Prishtina

tion conservatory—-academy) | (1975); disruption 1989—
1999; parallel education
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Dimen- Albania Kosovo
sioni

Support City-based art schools; RTP/Philharmonic; local

networks choral-symphonic festivals; civic networks
programming of resistance
Teaching Piano as accompanist/ Hybridization of
models soloist; strong imported and local
departmental work ethic models; mentorship
under

conditions of scarcity

Role of Key pedagogues/ Pioneers/mentors in
women accompanists; clear consolidation; leading
pipeline of talent figures after the 1970s
formation
Institutional Ecology

In Albania, a denser and earlier network was consolidated after
1945 (Jordan Misja Lyceum, Conservatory/ILA/University of Arts,
alongside a system of municipal art schools). This verticality produced
a relatively stable pipeline from specialized secondary education to the
university and academy level, thereby facilitating the “normalization” of
the pianist’s role on the stage. In Kosovo, by contrast, institutional delay
and cultural heteronomy under Yugoslavia meant that the founding of
music schools (1947/1949) and the Faculty of Arts in Prishtina (1975)
unfolded under conditions of dependency, repression, and discontinuity
(especially 1989-1999, with the parallel Albanian education system). Yet
after 1975, a local piano department began to develop a self-reproductive
potential. Cultural resistance, particularly during the 1990s, was later
transformed into formative capital in the post-war period.

Femininity as Aesthetic and Practical Code

In Albania, the discourse of “delicacy/strength” was refracted
within piano-voice practice and the repertoire of conservatory de-
partments. Women pianists, as accompanists, enhanced timbral and
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structural competence, projecting interpretive “strength” beyond
gender clichés. The repertoire of arrangements and vocal collaborations
reinforced the structural “musculature” of interpretation. In Kosovo,
pianistic femininity was negotiated under pressure: from oral tradition
to score-based practice, from material scarcity to the capitalization of
networks (festivals, Radio Television of Prishtina/Philharmonic, com-
petitions). Cultural resistance—Peja 1952, Peja 1994—turned femininity
into a language of public emancipation. This generated a performative
aesthetics of resilience.

ThePianist’s Profile: Soloist, Collaborator, Pedagogue, Organizer

In both contexts, women pianists shifted pianistic femininity
beyond the framework of the “domestic piano” toward professionalism:
concerts, chamber music, festivals, and competitions. In the classroom,
they produced human capital (new generations of pianists) and
institutional infrastructure (schools, associations, festivals). The figure of
the pianist thus embodied a synthesis of performance and community
care.

Repertoire and Local Aesthetic “Translation”

Albania relied strongly on choral traditions and folkloric
arrangements; Kosovo drew more heavily on radio/television networks,
festivals, and a hybrid European-local repertoire. In both cases, local
sensibilities—southern iso-polyphony, northern epic narration—were
translated into timbre, pedaling, and pianistic phrasing (Tole, n.d.).
These local “tastes” regulated parameters of sound production at the
level of phrasing and articulation.

Mobility and Multi-ethnicity

Kosovar departments benefitted from the mobility of professors
(Hungarian, Macedonian, Russian), which contributed to the formation
of a local school. Albania, by contrast, developed through vertical
continuity, compensating for the lack of external horizontal exchanges.
These represent two different pathways toward the same outcome: the
normalization of the woman pianist’s presence and artistic authority.
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Synthetic Thesis: Despite divergences in infrastructure and
politics, pianistic femininity as an aesthetic construct was continually
rewritten in both ecosystems by performers who combined the roles of
soloist, accompanist, pedagogue, and organizer. In this way, the piano
itself became a language of emancipation. Homology does not imply
identicality, but rather a convergence of aesthetic logics under divergent
historical conditions.

Discussion: From Aesthetic Category to Politics of Memory

The Korsmeyer/Nochlin framework allows us to shift attention
away from the question of whether women “play differently” to the
regimes of expectation that accompany their performances. In the
Albanian and Kosovar contexts, this appears as a negotiation between
discourse (delicacy/strength) and the real demands of repertoire and
collaboration. The outcome is that pianistic femininity should not be
understood as a “soft tone” but as a structuring competence—control of
density, phrasing, timbre. This perspective displaces essentialist readings
and redirects attention toward the historical conditions of aesthetic
production.

The ability of women pianists to rewrite femininity depends on
infrastructure—departments, repertoire, festivals, media and orchestral
networks. Albania provided a more continuous pipeline, while Kosovo,
despite disruptions, compensated with acts of resistance (Peja 1952/1994)
and a gradual departmental consolidation after 1975. This demonstrates
that aesthetics is historically conditioned.

Bibliographies, archives, and memoirs often render women’s traces
scarce. Work such as this requires a double effort: (a) archival verification
(e.g., pursuing figures like Vinka Agostoni, orchestral and choral lists,
festival programs); (b) documentation policies within departments
(comprehensive CVs, recordings, repertoire catalogues). Such initiatives
not only enhance visibility but also raise critical standards. The
establishment of a dedicated digital archive of Albanian women pianists
is therefore recommended.
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In both Albania and Kosovo, women pianists functioned as
mentors who reproduced both aesthetic and ethical capital. This explains
why many biographies culminate in community impact—not merely
prizes—and why pianistic femininity can be understood as a politics of
care for successive generations. This perspective links performance to
institutional well-being.

The post-1991/post-1999 contexts have opened new spaces for
competition and collaboration (festivals, tours, international projects). In
Kosovo, initiatives such as Chopin PianoFEST have amplified the local
school; in Albania, the university and its school network have sustained
the pipeline. The remaining challenges are comprehensive repertoire
cataloguing, professional recordings, and the indexing of pianists’ work
in international databases. A joint Albania-Kosovo observatory would
be a strategic step forward.

CONCLUSIONS

Pianistic femininity in the Albanian cultural space emerges not
as an essence but as an aesthetic category produced and redefined by
women performers through their acts of performance, collaboration, and
pedagogy. Albania offers an earlier and more continuous institutional
framework; Kosovo demonstrates elasticity and cultural resilience
under pressure, culminating in the creation of departments and the
professional profile of the woman pianist.

The selected case studies (Melgushi, Vuksani; Gjinali, Zajmi,
Juniku, Pula-Petrovci, Haxhiu-Pula, Pllana, among others) show
that pianistic femininity extends from the “domestic piano” to the
civic platform of emancipation. Memory politics—through archives,
catalogues, and recordings—are essential to render this tradition
transmissible to scholars and the public alike.

In light of this analysis, three recommendations emerge: (1)
continuous archival verification (e.g., clarifying biographical gaps and
reconstructing choral-instrumental networks), (2) the creation of a
national digital catalogue of Albanian women pianists with curated
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repertoire and recordings, and (3) an expanded comparative study of
classroom and concert practices in Albania and Kosovo, with a focus
on phrasing, pedaling, and piano-voice collaboration. These initiatives
would anchor local analysis more firmly within the international
tradition of women-in-music studies (see Citron, 1993; Neuls-Bates,
1996).
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FROM POETRY TO OPERA: PUSHKIN AND
TCHAIKOVSKY'S EUGENE ONEGIN IN
A HOLISTIC ACCORDANCE

YING ZHIHAO (CHINA)!

OT MOE3MA KbM OMNEPA: ,,EBFEHNN OHEMNH"
HA MYLWKWH U YAKOBCKM B
XOAMCTUYHO Cb3BYYME

IDKDBXAO VH (KUTAI)?

Pestome: Hacrosmara nyOnukanys pasriexja onepara ,Ebre-
it OHeryH“ Ha YajIKOBCKM C LIeJI Ia IeMOHCTPYUpa KaK XOJUC-
TUYHUAT TIOXOf MOXe Jia 060raTy HelTHOTO mpepcTaBsiHe. ToBa
ce IIOCTUTa Ype3 MHTEIpUpaHe Ha JpaMaTyprUIHUTe CTpaTernn
Ha KOMIIO3UTOPA, INTepaTypHNA U3TOUYHUK VI KpUTHYECKaTa Ha-
y4Ha JIMTepaTypa B eMHHA MHTepIpeTaTMBHA paMKa. [Iuckycn-
ATa ce Pokycupa BbpXy apyusaTa Ha OHernH, B KOSITO TOM OTXBBp-
s mo6oBTa Ha TatsaHa, onpenenenneTo Ha benmmucku 3a OHernH
KaTo ,HEBOJIEH €rOMCT ¥ NMPOU3TUYAIIOTO OT TOBA IIPEOCMIC-
JIIHe Ha BOKA/JHNUTE ¥ [IpaMaTWYHNTE PelIeHNs Ha U3IIbIHUTe-
ns1. JJoKIagpT mpoceasBa Kak KOHTEKCTYaTHOTO pasbupaHe Ha
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ponATa NPAKO BIKsAE BbPXY PeIIeHMATa OTHOCHO TOHA, apTUKY-
manyATa u GppasupaHeTo, KaTo 110 TO3Y HaUMH VWIIOCTPYUpPA MPaK-
TUYecKaTa HeOOXOAVIMOCT OT XOJMMCTUYEH IOAXOH, IpU KOWTO
MHTepIIpeTalMATa U TEXHNYECKOTO U3II'b/IHEHNE Ca HEPa3He/THMN.

Kmwouoeu Oymu: Ilymkun, YaiikoBcku, ,Esrenmit OnermsS
apus, HOBBPXHOCTEH YOBEK

Abstract: The present article examines Tchaikovsky's Eugene
Onegin with a view to demonstrating how a holistic approach
can deepen the performance of opera; said approach integrates
the composer's dramaturgical strategies, the literary source, and
critical scholarship into a unified interpretive framework. The
discussion focuses on Onegin's rejection aria, and demonstrates
how Belinsky's characterisation of Onegin as an ,involuntary
egoist® reshapes the performer's vocal and dramatic choices.
By tracking how contextual understanding directly informs
decisions of vocal colour, articulation, and phrasing, the article
illustrates the practical necessity of a holistic approach in which
interpretation and technical execution are inseparable.

Keywords: Pushkin, Tchaikovsky, Eugene Onegin, aria, superflu-
ous man

The name Eugene Onegin illuminated both the Russian literary
and operatic world. Pushkin, through Eugene Onegin, with his elevated
and natural, poetic yet conversational language, broke away from the
overly formal and French-influenced style that had dominated Russian
literature of his time, allowing the Russian language, for the first time,
to fully express complex emotions and thoughts. Dostoevsky once called
Pushkin “the creator of the Russian language,” and Eugene Onegin
stands as the finest example of this linguistic revolution. Belinsky
called this poetry the “encyclopaedia of Russia”.3 Most importantly,

3 Belinsky, Vissarion, The Works of Alexander Pushkin, Eugene Onegin (Chapter
Eight)
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he suggested it is the national characters that Pushkin unprecedentedly
represented. Through the description of different classes, Pushkin
managed to underline a shared Russian identity

Tchaikovsky’s Eugene Onegin also revolutionised Russian operatic
tradition, marking the transformation of Russian opera from national
epic to psychological realism and profoundly influencing generations
of composers to come. Before Tchaikovsky, Russian composers largely
used historical or national subjects, such as Glinka, Mussorgsky,
and Borodin. Eugene Onegin, however, shines the light on personal
emotions and psychological depiction, centring on the characters’ inner
transformations rather than grand historical events.

Tchaikovsky embraced this intimate subject with enthusiasm,
though not without awareness of its challenge. He described the work
as “lyrical scenes in three acts”, to concentrate on musical expression
rather than the grandiose spectacle of works such as Aida. In letters to
his patron Nadezhda von Meck, Tchaikovsky acknowledged the opera’s
potentially “simple” visual effects, but remained committed to its lyrical
approach, prioritising emotional depth.

Tchaikovsky’s pressure can be understood. The adaptation from
literature to opera always attracts criticism. Inevitably, it was once
a fashion among writers to discuss about whether Tchaikovsky had
preserved the essence of Pushkin’s text, or to display condescension
towards opera in front of this literary masterpiece.

Facing the adaptation, the primary obstacle is the “narrator”. And
it is arguably the element most appreciated by literary critics, much
more than the storyline itself. Pushkin’s narrator uses “non-narrative
discourse”, like digressions, background explanations, and personal
judgments, to shape the story, analyse characters, and guide the reader’s
feelings. This voice is a deliberate artistic tool used to control the entire
narrative structure. 4This narrator manifests himself in the story as a
distinct character within the narrative, his tone is fluid, shifting among
empathy, wit, irony, and sarcasm. Stripping away this authorial voice
risks leaving the narrative without its soul.

4 Zhen Peng, The Narrator Figure in Eugene Onegin from Foreign Literature
Quarterly, School of Foreign Languages, Peking University
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Taruskin’s famous plot abbreviation captures how bare the
narrative becomes without this voice “a dreamy country girl falls in
love with a young fop from the big city; she impulsively pours out her
feelings to him in a letter; she is rebuffed and humiliated; five years later
the two encounter each other again and fop is smitten; by now, country
girl has become a society matron who will not abandon her husband for
her old flame. There is also a subplot involving fop’s friend, a provincial
poetaster, and the country girl’s vacuous sister, over whom the two
young men duel needlessly, and the friend is meaninglessly slain.”

But fortunately, Tchaikovsky provided the story with another
perspective with his music. The voice and the orchestra engage in a
constant dialogue. This is profoundly evident in Tatyana’s Letter Scene.
The orchestra does not merely accompany the singers; it possesses its
own character and delivers psychological attitudes. Another example lies
in Lensky’s two contrasting moments. The one in the first act where he
expresses his chaleurex love for Olga and vows to marry her, the orchestra
is buoyant, the music is sincere but faintly unstable. When combined
with his tragic moment in the second act it is retrospectively revealing.
As Taruskin declared that in this opera, the music is the narrator.6

Besides, Tchaikovsky also exploited the inherent irony of the two
“falling in love” and two “rejections”. Tchaikovsky used the reoccurrence
to highlight the irony of Onegin’s later falling in love. He gave Onegin’s
a melody originally belonging to Tatyana in the letter scene where she
expresses the her longing for Onegin’love. And in the third act, it is
Onegin who cannot stand the impulse to pursue Tatyana, not to men-
tion in the morally ambiguous situation. The écossaise that follows his
passionate moment also largely compromises Onegin’s sincerity.

Those dramaturgical arrangement can reveal Tchaikovsky’s
comprehensive and cohesive vision: in Onegin, nothing exists in isola-

5 Taruskin, Richard, On Russian Music, Chapter 7 Chaikovsky and the Literary
Folk: A Study in Misplaced Derision ISBN: 9780520249790, University of
California

6 “Thank you very much, but that formulation shows magnificent incomprehen-
sion of what the music in an opera does-and particularly in this opera, where
the music, quite simply, is the narrator” Taruskin, Richard, On Russian Music,
Chapter 7 Chaikovsky and the Literary Folk: A Study in Misplaced Derision
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tion, every element — music, text, and staging — converges to serve the
unity of the drama. The opera is characterised by a distinct musical style,
marked by the use of harmonies and orchestration that incorporates
Russian folk elements, including rural dances and peasant songs.
These elements serve to immerse audiences in the social landscape of
18th/19th-century Russia. Even the dances are organically integrated
into the narrative, functioning not as decorative interludes but as integral
components that propel the dramatic development.”

Characters are also connected through tonality to reveal
relationships and the sense of unity. Roland John Wiley associates One-
gin and his destiny with G major and E minor, which accompany his
entrance in Act I, the cotillion that anticipates his conflict with Lensky,
and his reappearance in Act III. B-flat major is linked with rejection,
Tchaikovsky chooses it for the écossaise to enhance the sense of irony that
echoes from act I through to the last scene of act III. In contrast, Tatya-
na’s association with D-flat major implies the irreconcilable dissonance
of their fates, being a tritone apart from Onegin’s G major.

Tchaikovsky’s use of motivic recurrence further enhances the
opera’s coherence. As Taruskin has observed, though Tchaikovsky
had expressed several times his dislike toward Wagner’s music, he also
acknowledged his greatness. And the echoing effect the recurring melo-
dies create, while different from Wagnerian Leitmotif, is merged into the
plot. Like the motif of Tatyana which is the opening line of the prelude,
and the melody from the letter scene mentioned before. When Tatyana
sings “how humbly I listened to your lecture” the orchestra plays
Onegin’s melody from the rejection scene.

Tchaikovsky’s engagement with Pushkin’s “Eugene Onegin” has
been depicted as a significant turning point, where he found a personal
resonance with the characters and their dilemmas, leading him to create
an opera that was not just a routine project but a deeply felt expression of
his own experiences.8 During the composing period, he was undergoing

7 Wiley, Roland John. The Dances in ‘Eugene Onegin’ Dance Research: The
Journal of the Society for Dance Research6, no. 2 (1988): 48-60. https://doi.
0rg/10.2307/1290736.

8 GASPAROV, BORIS, Eugene Onegin in the Age of Realism, in Five Operas and a
Symphony: Word and Music in Russian Culture, 58-94.
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a deeply turbulent personal life: his student Antonina Milyukova’s
confession letter, the ensuing hasty marriage, and the psychological
torment following its failure. Scholars generally agree that, in shaping
the character of Onegin, Tchaikovsky projected his own inner conflicts
and self-loathing. In a certain sense, Onegin becomes a mirror of the
composer’s psychological contradictions.

In his letters to Nadezhda von Meck, he explicitly expressed his
admiration for Tatyana, whose aria was in fact the first part of the
opera he completed, but he also emphasised the importance of sincerity
and truthfulness in composing the music. The contrast in the musical
language of the characters underscores their divergent personalities and
serves to augment the dramatic tension. For instance, Tatyana’s music
in the letter scene is characterised by passionate emotion and lyricism,
while the dramatic and resolute musical language of the third act reflects
her maturity.

However, Tchaikovsky’s clear preference for Tatyana does not
mean he was incapable of writing convincing music for characters less
congenial to his temperament. The claim that his personal bias un-
balanced the opera, making Onegin musically inferior is superficial and
overlooks the different characterisation Tchaikovsky gave to different
characters.

Isaiah Berlin, in his essay Tchaikovsky, Pushkin and Onegin,
suggests that Tchaikovsky may not be the ideal composer for this poem,
arguing that Pushkin’s classical elegance and clarity are better suited
to Mozart®. While Berlin highlights the classical beauty of Pushkin’s
poetry, he underestimates Tchaikovsky’s mastery of the classical style.
With Mozart being his favourite composer, he also understood the

9 “Tchaikovsky was not the ideal composer for Pushkin's poem. Pushkin's verse is
taut, crystalline, of classical simplicity and purity, luminous, direct, passionate,
sometimes ironical or gay, at other times sublime and magnificent, always of
an indescribable freshness and beauty. It is as untranslatable as Sophocles or
Racine. The only modern artist whom he resembles is Mozart; with Mozart and
perhaps Goethe he can claim to be the greatest and most universal genius since
the Renaissance. Yet Tchaikovsky's setting of Onegin is neither silly nor vulgar,
as some ferocious literary critics have maintained.” Berlin, Isaiah. “Tchaikovsky,
Pushkin and Onegin.” The Musical Times 121, no. 1645 (1980): 163-68. https://
doi.org/10.2307/963421.
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“narrational advantages” music has compared to literature, that is to
say the possibility of arranging things simultaneously rather than in
a temporal sequence. Although Mozart and Tchaikovsky belong to
different centuries and present striking differences in musical language
including orchestration, harmony, they both show in their opera the
merge of emotion and form and most importantly, remarkable ability
of characterisation.!? Their operas, whether Don Giovanni or Eugene
Onegin, reveal a shared commitment to psychological truth, human
empathy, and the organic unity between music and drama. Pushkin’s
poetry possesses classical refinement and linguistic beauty, yet it is Tchai-
kovsky’s ability to blend classical forms with Russian ethnic colours that
brings this work to life on the operatic stage.

Onegin, a highly complex character, is not defined as a traditional
hero or villain. His narcissism and hypocrisy run throughout the opera.
He is a typical “superfluous man”. The figure of the “superfluous man”
emerged in nineteenth-century Russian literature as a result of the
aristocratic feudal system’s decline. This literary figure, which trans-
cends historical boundaries, symbolises the spiritual crisis experienced
by the Russian aristocracy caught between societal change and
personal pursuit. The “superfluous man” also mirrors the loneliness
and helplessness that people may experience in today’s world. For per-
formers, the ability to capture and convey this emotional resonance is of
paramount importance.

Pushkin described Onegin as a man already used to the social
life of S.Petersburg and tired of the extravagant routines. His habitual
attitude toward everything suggests someone who has already seen
too much and nothing can surprise him. His western-style education
provides him a good cover, yet as Belinsky observed, this adaptability
reveals a deeper hollowness.

He never forms genuine connections with those around him; even
Lensky, the only one capable of engaging his interest in conversation,
remains emotionally distant. From the very beginning, he seems to
continue to harm others or create chaos, yet his actions are not driven by

10 Maes, Francis. 2024. "Tchaikovsky, Onegin, and the Art of Characterization"
Arts 13, no. 3: 82. https://doi.org/10.3390/arts13030082
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malice. Out of honesty and arrogance, he rejects Tatyana; out of naiveté
and competitiveness, he flirts with Olga, though without intending to
provoke a duel. While he harbours no intention to kill Lensky, he accepts
the challenge due to vanity and a misguided sense of honor. Ultimately,
acting on irresistible feelings, he confesses his love to Tatyana, creating
the final conflict.

Scholars such as Emily Frey have noted the structural paradox of
Onegin: a title character who largely lacks a substantial, proactive exist-
ence within his own opera. Her attitude towards Onegin is largely crit-
ical. Onegin is portrayed as a “superfluous man”, characterised as a “vi-
brant nonentity.” The author highlights that Onegin often mimics others
rather than possessing a distinct identity, which emphasises his inability
to engage in self-reflection or to have an internally consistent self.

But it is a prejudiced opinion. As Philip Ross Bullock from Oxford
University said in a lecture, Pushkin’s treatment of the character poses
problems for Tchaikovsky: “...Onegin gets a series of letters at the end,
but he seems to me at least to be a more tacit character more talked about
than talking. We get a number of extended descriptions of his back-
ground and upbringing by the narrator, and he is the object of gossip
and speculation...”!1

Therefore, rather than a compositional failure, Tchaikovsky’s
treatment of Onegin can be understood as a highly calculated
dramaturgical strategy. He translates Pushkin’s narrative distance into a
sonic reality that maintains Onegin as an aloof, lofty figure who is better
revealed by contrast with others. This detachment also makes Onegin’s
eventual psychological collapse in the final scene so effective.

Consequently, the performer’s challenge lies in making Onegin’s
characteristic insincerity, his self-alienation and emotional paralysis
audible. To prevent a tedious performance, the singer highlights the

11 Tatyana and Lensky both get substantial instances of lyric expressions that lends
themselves well to operatic realisation. Onegin gets a series of letters at the
end, but he seems to me at least to be a more tacit character more talked about
than talking. We get a number of extended descriptions of his background and
upbringing by the narrator, and he is the object of gossip and speculation when
he visits Tatyana’s country estate as well as he returns to St. Petersburg high
society at the end of the novel”
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subtle changes in the psychological state. Tchaikovsky’s intention for this
opera to be “lyrical scenes” also underlines the need for the interpretation
to be psychologically nuanced. Furthermore, the performer navigates the
vocal interpretation by anchoring the delivery in the inherent rhythm
and prosody of Pushkin’s poetic text.

Belinsky points to specific passages in Pushkin’s novel to decode
this fragmented personality. When Tatyana explores Onegin’s library,
she confronts the contradictory nature of his identity, questioning
whether he is “a sad and dangerous eccentric, a creature of hell or
heaven.” Furthermore, the narrator observes that Onegin fails to resonate
with the common opinions or passions of his peers. He is a patchwork
of opposing forces: intellectual ambition stifled by societal superficiality,
and personal emotion suppressed by a rigid class convention.

Consequently, Belinsky accurately defines him as an “involuntary
egoist” (Egoist ponevole). His egoism and apathy are not natural traits,
but a necessary defense mechanism. He withdraws into self-interest
because the surrounding environment offers no authentic outlet for his
intellect or his complex emotional reality. Relying solely on the ope-
ratic score and libretto often yields a simplified interpretation of this
role. Especially in his aria of rejection, performers tend to portray this
scene as a straightforward, arrogant dismissal. Interpreting Onegin as
emotional indifference renders it a dramatic dead end.

Viewed through Belinsky’s analysis, Onegin’s response is far more
layered. Onegin, though appearing annoyed by life, harbors complicated
passions beneath his detached exterior. He is not merely reprimanding
Tatyana. Triggered by her genuine emotion, his lecture functions as a
psychological defense mechanism.Thus, it can be understood that his
response is intertwined with his self-assurance regarding marital life, a
harsh self-criticism of his own exhausted lifestyle, and the weight of his
past experiences.

His sharp insight into marital life is, in fact, an introspective
confession of his own spiritual paralysis.This aria is fundamentally a
moment of involuntary self-exposure, revealing Onegin’s damaged self
in front of Tatyana and the audience. He is himself also a victim of his
social conditioning—a classic “superfluous man.”

Tchaikovsky’s music actively supports this reading of internal
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conflict. The aria is saturated with a romantic expressiveness that
would be inexplicable if Onegin were intended as a simple villain in this
scene. While the aria features a symmetrical structure and relatively
straightforward vocal lines, it contains romantic harmonic colors that
reflect the inner world of an experienced, yet disillusioned noble. The
composer dedicated significant space to this text for a crucial dramatic
purpose.

From the recitative, Onegin displays his hypocrisy. His words
seem caring but, in fact, serve to prepare the ground for his rejection.
Tchaikovsky’s music intensifies this psychological contrast. For instance,
the line “don’t deny it” is marked forte with the vocal line rising into a
higher range emphasising his commanding tone, while the sudden shift
to piano highlights the deliberate softness that matches the pretended
compassion that follows. This contrast provides the performer with
a strong impulse for a sudden change of vocal colour. Onegin feigns
being moved by Tatyana’s letter, but it is only a fleeting illusion — just as
Pushkin writes, he was touched for “a minute.”

Lyricism and legato are the core vocal characteristics of the aria.
Tchaikovsky constructs this lyrical contour also through his signature
use of the sixth interval, employing it in both ascending and descending
forms. These expressive sixths inherently dictate a lyrical sense in the
vocal delivery.

Another defining characteristic of this piece is Tchaikovsky’s
typical reluctance to resolve the harmony at the end of phrases. By
consistently evading firm closures, the composer generates a forward-
moving musical flow. The music refuses to stop. For the performer, this
structural unity means the aria cannot be treated as a series of isolated
sentences. It requires the singer to sustain the vocal lines across phrases
fluently, maintaining the respiratory engagement (appoggio) across
phrase boundaries.

The aria opens in B-flat major, marked Andante non troppo. The
arpeggiated strings introduce a flowing line, and triplets in the strings
create rhythmic displacement against the voice in duple time, evoking
the sense of detachment of the “superfluous man.”

The overall movement remains calm, with few intervallic leaps,
mirroring a polite and measured speaking manner. However, beneath
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this superficial tenderness lies Onegin’s complex psychological state. The
performer does not hide this internal reality; rather, when navigating
these poetic phrases and lyrical music, Onegin’s fundamental contempt
toward the institution of traditional marriage anchors the delivery.
Articulation becomes the primary expressive weapon. The singer alters
the vocal colour to place ironic stress on specific words, particularly those
relating to constraint and the role of a husband, while simultaneously
maintaining a velvet-like classical timbre. The fundamental conflict
between Onegin’s gentlemanly manner, his feigned kindness, and his
resentment of domesticity manifests on stage through the articulatory
shifts, rather than through exaggerated dramatic gestures. Considering
Onegin’s psychological profile, it is plausible that he also takes pleasure
in the very act of delivering his speech—an expression of self-assured
superiority rather than solely detachment.

The line “I shall seek no other bride than you” epitomises Onegin’s
hypocrisy, and perhaps also his narcissistic need to keep her admiration
alive: he enjoys being adored. The melodic rise on “HeBecTnI” creates
a perfect push to expose his falsity, calling for a dolce yet pretentious
sound.

From bar 13 onward, the music grows sharper, the text shifts
toward more bitter, personal territory: “soul,” “torment”, with changes
in rhythm and harmonic colour. If the previous part of the aria was built
upon rhetorics softening his rejection, here Onegin’s tone acquires a
sharper sarcastic edge. Accordingly, a different, incisive articulation is
expected: for instance, in “pasmo6io ToTyac” and “kakue possl,” calling
for a more forward, penetrating timbre that intensifies his arrogance and
disdain.

The emotional climax begins at Pitt mosso. Beyond its structural
function, this marking embodies psychological realism: the acceleration
is driven not by external events but by Onegin’s internal escalation.
Having spent the preceding passage delivering a self-satisfied lecture
on the futility of marriage, he now moves toward a more direct assault
on Tatyana’s hope. Yet this is not simply an act of cruelty directed
outward. The climax is simultaneously a moment of involuntary self-
exposure: in pronouncing his incapacity for love, Onegin is also passing
judgment on himself. His bitterness, ostensibly aimed at Tatyana’s
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naivety, is inseparable from his own recognition of spiritual exhaustion.
The music’s most passionate expansion coincides precisely with this
double movement - the voice opens outward toward Tatyana while the
psychological content cuts inward against the speaker himself.

The repetition of the lines “Dreams and youth will never return”
and “I love you like a brother” mixes Onegin’s hypocrisy (sugarcoating
his rejection as brother love), his honesty (admitting his incapacity of
love), self-criticism (proclaiming himself beyond passion). It is an ironic
moment because the music achieves its most passionate expansion when
Onegin declares emotional sterility. “Her Bo3Bpara”, “m060BBIO OpaTa”
are the obvious key words accompanied by the high notes.

With the return to tempo I, the music and character both revert to
calmness and gentleness. Onegin resumes his habitual self, but without
ceasing to give Tatyana condescending moral instruction. Especially the
final line “MeuyTtamu, meutamu jnerkue Meuts!” is marked pianissimo.
Instead of sincerity, it captures rather a self-satisfying moment for his
preaching. This pianissimo may sound gentle but not unsupported, the
singer maintains full body engagement while reducing the airflow to
have a piano that is concentrated rather than weak, a sound that is soft
but not vulnerable.

If compared with Onegin’s first entrance, the duel scene with
Lensky, and his final confession of love, one encounters distinct
emotional landscapes, each marked by its own psychological rhythm and
colour. These shifts trace not only the character’s moral and emotional
change but also reveal his inner logic that guides the performer’s inter-
pretive decision. It becomes the performer’s responsibility to embody
these transformations through every expressive means, so that sound
itself grows out of psychological truth rather than from the pursuit of
mere vocal perfection. Only by perceiving the character as a complete
being, whose mental, emotional, and physical dimensions constantly
interact, can the performer recreate Onegin not as a sequence of disjoint-
ed scenes, but as an organic whole, in which each musical and dramatic
moment naturally arises.
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AHAAU3 HA XYMOPUCTUYHUNTE
EAEMEHTU OT KUTANCKATA OMEPA B
KOMEANUWHWA OUAM ,,CLIEHATA"

AY XAOMAHTI!

ANALYSIS OF THE HUMOROUS ELEMENTS OF CHINESE
OPERAIN THE COMEDY FILM “THE SCENE"

YU HAOYANG?

Pestome: HacTogmara cTtatusa msciaeqBa KaK KUTAMCKUAT KOMe-
nven ¢uiM ,CreHaTa“ cb3fjaBa XyMoOp 4pe3 M3II0/I3BaHETO Ha
elIeMEeHTI OT KMTAlCKaTa omepa. AHamm3upa ce U3IMOI3BAHETO
Ha coeluQUIHNSA CTUI Ha [IeeHe, CLeHNYHNUTE IBVKEHMSI, KOC-
TIOMUTE U PEKBU3UTA OT KUTACKATA ONepa, KAKTO ¥ MPUHOCHT
UM 3a Ch3[JaBaHETO Ha XyMOPMUCTUYHA aTMocdepa BBB QuIMa.
HacTosimioto m3ciefBaHe yCTaHOBSIBA, e Upe3 KOMOMHAIMATA
MEeX[y TpeyBeIueHnsI Ha MY3UKa/IHNUTe U3II'BIHEHNS 1 Hapa-
TUBHMS PUTBM Ha ¢uima, ,,CiieHara“ mocTura OpraHnyHo CIu-
BaHe Ha TPaAMI[MOHHATa KyITypa M ChBpeMEHHAaTa KOMefus,
oborarsABaiKyl Xy[0)KeCTBEHOTO HUBO Ha QuIMa U 3agbadoda-
BalKVU TeMaTWYHUs M3pas, MPEeNOCTABSINKY BOKHYU IPO3PEHMs
3a O'B/IEN0TO pa3BNUTHE Ha KOMeRuitHITE HrimMu.
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Kmouoeu oymu: ,,Cuenara“, komenyieH GuIM, OIEPH eTeMeHTH,
XyMOPUCTIYEeH eeKT, KyITYpPHO HACTIEICTBO

Abstract: The article explores the manner in which the Chinese
comedy film “The Stage” employs elements of Chinese opera to
create humour. The analysis examines the utilisation of the dis-
tinct vocal technique, physical gestures, attire and stage accoutre-
ments from Chinese opera, and their contribution to the estab-
lishment of a humorous atmosphere in the film. This study posits
that the amalgamation of exaggerated musical renditions and the
narrative cadence of the film “The Stage” culminates in an organ-
ic fusion of traditional culture and modern comedy. This artistic
integration serves to enhance the thematic expression of the film,
thereby offering significant insights into the future evolution of
comedy films.

Keywords: “The Stage”, comedy film, opera elements, humorous
effect, cultural heritage

1. OBIII ITPEITIEN HA ®UMJIMA ,,CLIEHATA®

1.1. Mscro Ha ,,CiieHaTa“ B KOMEJMITHOTO KIHO

Karo Ba>xHO pon3BefieHe B 00/1aCTTA HA KUTAICKUTE KOMeMIi-
HU ¢unmu ,,CreHaTa® cliedenu IMPOKO BHUMAHME 3apajii HENOBTO-
PUMUA XYOKECTBEH M3pa3 U yMEJIOTO IpeAcTaBsHe Ha JBIOOKOTO
KyITypHO HacneficTBO. OU/IMBT He caMO NOMYyYM BUCOKA OLIEHKa OT
MeCTHaTa Iy6/11Ka, HO ¥ IeMOHCTPpMpa YHUKATHNS Yap Ha KUTAIICKUTe
KoMefiuitHN puIMU Ha MeX/[yHapofHaTa KMHO creHa. Upe3 M3KycHO-
TO MHTETpMpPaHe Ha TPAAUIVIOHHM KUTAJICKU OIEpHY €IeMEHTH C MO-
fiepHM U3pasy, GUIMBT YCIEIIHO Chb3afie 3a0e/IeXXNTeTHa KOMeIMiTHa
aTMocdepa, I03BOJIABAIIKM Ha XOpaTa Ype3 cMeXa Jja yCeTAT 04apoBa-
HIETO Ha TPAJAMLMOHHATA KUTalCKa KyATypa. PUaMBT ce [BVKY MEX-
Iy abcypfia M pealTHOCTTa, ThPXKEeCTBEHOCTTa 1 Xymopa. KomepguitHnTe
My eeKT! He ce OCHOBABaT HAa IPOCT XyMOPUCTINYEH €3VK VN CUTY-
aIMIOHHY HeJJOpa3yMeHMs, a ce KOPEeHAT B YHUKa/IHAaTa M3pasHa op-
Ma U Ky/ITypHara JIOTMKa Ha KIacCU4eCKOTO KUTAMCKO ONEPHOTO U3KY-
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crBo. KakTo muiue gpaMaryproT 1 TeOpPeTHK Ha M3KYCTBOTO Bepront
BpexT, ,koMequsATa € IpeyBeINueHO OTPa>keHNe Ha PeaTHMsI XUBOT"
[BRECHT 1989: 42]. To3u ¢uam mma HOBaTOPCKO 3HaYeHNe 110 OTHO-
IIeHMe Ha Xy[O)KeCTBeHara CTONHOCT. Toll e He caMo MoJepHa MHTep-
IpeTalys Ha TPAAUIVIOHHOTO OIIEPHO U3KYCTBO, HO U aKTMBHO U3CTIef-
BaHe Ha TBOPYECKYS I'BT Ha KUTAICKuTe KoMenuitau ¢pummu. Criefosa-
Te/THO M3y4YaBaHEeTO Ha ,,ClieHaTa“ He caMO IIOMara 3a 3aJ’bI004YeHOTO
pasbupaHe Ha XyZOXXeCTBEHITE MY IIOCTVDKEHS, HO 1 TIPejOCTaBsI Ba-
JKHa OTIIPaBHA TOYKa 3a TOBA KaK O'belTe KOMeAUITHY QUIMI MOTaT
10-700pe [a M3MO0/I3BaT TPAANIIVIOHHNTE Ky/ITYPHY efleMeHTI. OuiMbT
»ClieHaTa" B/bXHA HOB XMBOT B Pa3BUTIETO HA KOMEAUITHUTE PUIMU
C MHOBAaTMBHOTO CU M3IIO/I3BaHe HA KUTANICKU OoIepHU efieMeHTH. OT
U3/IM3aHeTO MY HacaM (mpemuepara Gemte Ha 17 romu 2025 1.) punmpr
IpUBJIeYe IPOKO BHYMAHNE, 0Ty YaBaiKyl Bb3TOP)KEHU OT3MBU KaK-
TO OT Iy6/MKara, Taka 1 OT KpurunuTe. Te ro IpuBeTCTBaxa Karo HO-
BaTOPCKO MPOM3BeieHNe He CAMO BbB BPh3Ka C ITOfIXOfia K'bM KOMeJis-
Ta, HO CBIIO 1 B M3Pa3sBaHETO Ha KY/ITYPHO 3HaYeHMe, KOETO IO IIpaBK
3a/IB/DKUTEJIEH 3a [7IeflaHe IeIbOBBP Cpell ChbBPEeMEHHUTE KOMeITHN
¢unmn. ,,Cuenara® BpIUTBIaBa 6orara XyAoXKecTBeHa gbabounHa. Ot
elHa CTpaHa, GUIMBT IpefIara 3abI00YeHO M3CTIefiBaHe Ha TPajy-
IMIOHHAaTa Ky/ITypa. Upe3 yMeloTo BK/IIOYBaHe HA OIEPHM €IeMEHTH,
TOJI IIpechb3fiaBa Ha TO/IEMMsI eKPaH OYapOBAHMETO Ha TPAVIIVIOHHO-
TO KUTAIICKO M3KYCTBO, IIO3BO/ISIBANIKY Ha MyO/IMKaTa Ype3 Xymopa ja
Hap/le3e B 'bI0OYNHA B TPaAMIVIOHHaTa KynaTypa. OT fpyra cTpaHa,
GUIMBT ZeMOHCTpUpPA M300PETATeTHOCT B M3IIOI3BAHETO HA KMHeMa-
TorpaguyeH e31K, KaTo ce I030BaBa Ha XyHZOXKeCTBEHUTE KOHIETIINN
Ha JIuTepaTypHuTe GrIMi, 3a Ia Ch3Aae KOMEVeH CBSIT C OT/INYNTe-
JIeH KUTAJICKM Yap ¥ YHUKATHY ayauoBn3yanuu obpasu. Hacnenssaii-
K11 GUIMOBATa TPAJAMLINMS, TOV CBIO TaKa OTKPYBA HOBA BB3MOXKHOCT
3a cb3fiaBaHe Ha GUJIMM M [IPeOCTaBs APBK IIPUMEP 3a IPOSIBIEHIETO
Ha JiyXa Ha KUTAJICKOTO KIHO.

1.2. Xygo>kecTBeHM XapaKTepUCTUKM Ha KMTaliCKaTa onepa

Kurajickara omepa, KaTo Ba)KHa 4acT OT TPaJULMOHHUTE KU-
TalICK! CLIEeHUYHM U3KYCTBA, ChC CBOSITA BCEOOXBATHOCT, BUPTYaTHOCT
U CUCTEMAaTH4eH XapaKTep ITOKa3Ba YHMKaJIeH Xy/OXKeCTBeH dap. Meit
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Jlardan3 MHOro To4HO 06001aBa CHIIHOCTTA HA KMUTAJICKAaTa OIepa:
»K/macudeckure MIO3MKB/IN ca USTPafieHN BBPXY IeeHe U TaHuu. Beny-
KI1 IBVDKEHMS U IeeHe TPsAOBa Ja ObIaT KOOPAMHMPAHM C PUTHMA Ha
ClleHaTa, 3a ia popmupar ceou cobcrBenu npasuina’ [MEI LANFANG
1987: 76]. ToBa TBBpAEHME ABIOOKO Pa3KpMBa MPUCDIATA BPB3KA MEXK-
ly BCeOOXBAaTHOCTTA M CUCTEMAaTUYHMA XapaKTep Ha TpaJUIMOHHATa
KITaliCKa onepa. BceobxeamHocmma ce oTpassiBa BbB (paKTa, de Ts UH-
Terpupa MHOXXeCTBO popMIM Ha M3KYCTBO KATO J[paMa, My3MKa, IIeeHe,
TaHII, N300pasnTeTHO M3KYCTBO, OOJHM M3KYCTBA M aKpOOATMKa B eHA
CMJTHO KOOPAVIHMPAHa CUCTeMa 3a CLeHNYHO M3II'bIHeHre. Ta3u uHTe-
rpanys He e IPOCTO CYNEePIOsNLINs,  neeHe U MAHUYBaHe Kamo eoHo
Y710, KakTO mopfuyepraBa Meit JIaHbaH, KOeTO e U3KITIOUUTETHO PAJ-
KO CpelllaHO B YYX/IeCTPAHHOTO U3KYCTBO. Bupmyannocmma e BaXXHO
CPeACTBO 3a M3passiBaHe B ONEPHOTO U3KYCTBO. CIOXKETHT Ce ImpefaBa
4ypes ABIDKEHNATA U M3Pa>KEHUATA Ha TAIOTO Ha aKTbOpUTe, 6e3 fia ce
pasunrta Ha Qusmueckyu pekBusuT. CucmemamuuHusm xapaxmep ce
OTHACS 10 CTAHAAPTUSMPAHNS Y MOJENUPAH AM3alH Ha ABVDKEHUATA
Ha TAJIOTO U TIeeHeTO B KMTalicKara onepa. ToBa He caMo 3acuiIBa pas-
[I03HaBAaeMOCTTa Ha IIPeiCTaBICHNETO, HO ¥ IIPefOCTaBs Ha IyO/IMKaTa
YyBCTBO 3a KY/ATYPHA UJIEHTUYHOCT. Te31 XapaKTepUCTUKY KaTO IIS/I0
JOLPUHACAT 38 YHUKATHNUSA Yap Ha KUTAJCKaTa olepa, IpeBpP bk
ce BBB BaXKEH aCIIeKT B TPA[MIVIOHHATa KUTAlcKa KyaTypa. V3mbi-
HUTeNCKuTe GopMM Ha KMUTAICKaTa Ollepa BK/IIOYBAT Hali-Bede IIeeHe,
peLyTanys, akTbOpCKO MaliCTOPCTBO M aKpobaTyKa, KaTo BCSKO eHO
OT TAX € IPOIUTO ¢ 6OraTo KyATYPHO CBABP)KaHME U XY[O>KeCTBEeHa
CTOIHOCT. [leereno e OCHOBHOTO CPeJICTBO 3a M3passiBaHe Ha eMOLN I
paska3BaHe Ha UCTOPUY B KUTalicKaTa onepa. Meogyunre ca KpacuBI 1
PUTMWIYHM U PE3OHUPAT ABIOOKO ¢ IybnKara. Peyumayusma, 4ecto B
CTUXOTBOpPHA (popMa, BKTIOUBA KAKTO IUTEPATypPHH, TaKa U MY3VKaTHN
Ka4yecTBa, JOII'b/IBAVIKY IIEEHETO U Pa3rpbIIAiiK/ PasBUTHIETO Ha CIOXKe-
Ta. AKMbOPCKOMO MAticmopcmeo ce OTHACA JI0 M3II'BIHABAHNUTE JIBYI-
KEHM A, BK/TIOUNTETHO OIpefe/IeHNTe TI03M, )KeCTOBe U U3paXKeHMs Ha

3 Meit Jlaudan 2275 (1894 - 1961) e eauH OT HAI-U3THKHATUTE TIEBLY B UC-
TopusTa Ha [leKMHCKara omepa 1 € 0CO6EHO USBECTEH C UBIIBIHEHUETO Ha
JKEHCKV POJIY B aMITIOATO ,,JjaH .
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nuueto. Tesu JBV>KEHNUS Y€CTO Ca CUTHO M3MCKAHU U HPeyBeTnIeHy,
MOKA3BaKI IMYHOCTHUTE YEPTYU U MICUXOJIOTMYECKOTO ChCTOSTHIE Ha
reposi. Akpobamukama, BKITIOYBALA eleMeHTI OT OOHMTE U3KYCTBa
M aKpobaTHYHM HOMEpa, 3aCI/IBA BU3YaTHOTO BB3[IEIICTBIE Ype3 3pe-
JALIHY OMHAMUYHU CLEHM, KaTo ChIeBPEMEHHO [OMPMHACS 3a pas-
BUTMETO Ha CIOXKeTa I XapakTepa Ha repoute. Tesy 4eTUpPy USIIBIHU-
TeICKU GOpMU B KUTAIICKATa Ollepa Ce JOII'b/IBAaT B3aMMHO, HO/IATaiKu
CONMyJIHA OCHOBA 3a M3IIO/I3BaHETO UM BBB puma ,,CrieHara’”

2. KOHKPETHO M3ITOJI3BAHE HA
EJIEMEHTU OT KUTAMCKATA OITIEPA
BDBB ®MNJIMA ,,CHHEHATA“ I TEXHUAT
XYMOPUCTUYEH E®EKT

2.1. Msmon3BaHe Ha MeBYECKUA CTHI OT KUTaliCKaTa omepa.
BpB ¢punma ,,CrieHara“ IeBYeCKMAT CTUI OT KUTAlCKaTa olepa Cbh3fia-
Ba YHMKAJIEH XYMOPUCTUYEH e(eKT, TOCTUTAVIKY OT/INYHA MHTETPaLus
cbe croxera. [TocpencTBoM crienipIHN METIOAVIN Y TEKCT PUIMBT C'b-
4yeTaBa yapa Ha TPaJUI[MOHHATA OIlepa C TeMI OT CbBPEMEHHOTO KOMe-
AMITHO KMHOM3KYCTBO. KakTo Ka3Ba u3BeCTHUAT PUIMOB KpUTHK Po-
mxbp EO6BpT: , KoMOuHanmATa OT My3MKa 1 paMa 4ecTo BOAM [0 Heo-
vyakBaHu pesynraru’ [EBERT 1991: 67]. Hanpumep BbB ¢puma Mapian
XyH HOTpelIHO paslo3HaBa IIpojaBada Ha MUTKM 640 03 a Can Ap
KaTo M3BecTHMA aKTbop JI31H CAOTMEeH M ro IpUHYX/IaBa [ja y9acTBa
B IIpPe/ICTAaB/IEHMEeTO Ha IIeKMHCKaTa omepa ,,COOroM, Mosi HaJIOOKHMLIE .
Ila Can Ap bpBOHAYAIHO € IPOCTO aMaTbOp, KOMTO 06yya Aa CIylra
omepa. Crefy KaTo TOJI ce KayBa Ha CIjeHaTa, ce COTbCKBa C peAnLia Ipo-
6remn. B mpencraBneHneTo, KOETO 10 IPUHINI TPAOBa [ja Ce U3II'bIHNI
B ctiia Ha IleknHckata onepa, [la Can Ap ro mpoMeHs B ONlepHUsI CTUIT
»1yO 13B, TnmdeH 3a rpaj Tanman. Texcrsr ,,Cutara ja BAurau a-
HVHJ ¥ CMeJIOCTTA J1a 3aBJIafieelll CBeTa" Ce M3II'b/IHABA HA MECTHMS AMa-
NeKT B TaHIIaH, KOETO Ch37laBa CUIEH KOHTPACT C TPAANIVIOHHNSA CTPOT
nepuyecky ¢t Ha IlekmHckara omepa. Toii CbIIO Taka CTOM B TPELIHNI
II03M Ha CIeHaTa, KOeTO IIpaBy KIacudeckara Iyeca JOCTa OXKMBEHa I
3abaBHa. ToBa HECHOTBETCTBME MEX/Y TeKCTa Ha IIECEHTA U peajiHaTa
cUTyauMs Kapa my6imkara ga usbyxHe B CMAX. MeXIyBpeMeHHO 3af
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KY/IVICUTe M3BECTHUAT onepeH n3mbiuuten [Isun CsoTreH (B M3IbiI-
HeHMe Ha akTbopa VH JI>)K'pH) TpeckaBo HaOMOflaBa XaOTUYHOTO IIeeHe
Ha caMO3BaHella Ha CLIeHaTa, JOKAaTO pP'bKOBOAUTENAT Ha TpynaTa Xoy
CutuH (B usmpiaHeHue Ha akTbopa UbH [leitcu) ce 6opu ma ce cpaBu ¢
abCcypaHMTE UCKAaHNA Ha Mapliial XYH M ThPCY HAYMHM Ia YMUIOCTUBA
MIaHMKbOCAHATA OIlepHa Tpyma. B3auMopelicTB1eTO MeXy Te3! repon,
TOII'B/IHEHO OT MOILIHUTE BOKAJIY, U3II'b/IBA CLIeHaTa C KOMUYHO HacTPO-
eHre. BHe3amHMTe MEIOMYHM ¥ eMOLMOHAIHY U30MNLM B ONlepHUTE
apuu Ha TepouTe HACpell HAlIperHaTus KOH(IUKT He caMo 00/IeKyaBaT
HaIlpe)XeHNEeTO, HO ¥ NPefU3BUKBAT CMAX Yy IyOIMKaTa IOpajy pas-
MIHaBaHeTO MeX/y TeKCTa Ha IleceHTa U peanHus KoHTeKcT. Hapen c
TOBa OIIEPHUTE apMM Ce M3IOI3BaT KaTO PasKa3BaTe/lTHO CPENCTBO BbB
¢duniMa, 3acUIBaiiKM XyMopa 4pe3 pe3Kysi KOHTPACT MeX[Y Me/laHXo-
AUATa Ha TPaAUIMOHHUTE TOHOBE Ha KUTAJICKaTa ollepa U KOMeAUIHNA
CIOXKET.

2.2. IsmonsBaHe Ha JBIDKEHNA OT KMTalicKara omepa. Ilpe-
yBe/IMYeHNUTe U CTUIN3UPAHU JBVDKEHMS B ONEPHOTO M3IIbIHEHNUe ca
OT/INYHO NpefcTaBeHy BbB (unma ,,CrieHata“ 11 ce IpeBpBIIAT BB Ba-
YKHO XyMOPUCTUYHO CpeAcTBO. BbB (puiMa reponte MHTErpupar cTuia
Ha M3IT'bIHEHJe Ha TPaJMIMOHHATA Ollepa B ChbBPEMEHHNTE KOMeIMIi-
HIU CIIeHM Ype3 IPeyBeIYeH e31K Ha TATO0TO U CTWIM3MPAH AN3aiH Ha
nByoKeHuATa. Yapmm Yannme orbensssa, de ,ApOTO HAa KOMEAMATA €
tparegusita‘ [CHAPLIN 1964: 103]. To3u KOHTpPacT € 0COOEHO OUeBM-
fieH B ,,Crienata“. Hanpumep npeysenndeHata MHTepIpeTaIyisA Ha B/la-
nererns B mpefcrasiennero: Ja Can Ap, OuBII mpofaBad B MarasuH 3a
KUTAICKNUTe XyIebueTa 640 03v, € IPUHY/EH Jla UTpae poJIATa Ha BiIajie-
Tens Ha napcrBo Uy. Ha cuienaTa Toit peBe 11 CMJIHO pa3MaxBa KOIMETO
Ha BrajieTens. JIBUOKeHMATa My UMUTUPAT O3 OT OOITHUTE U3KYCTBA
U M3ITIEXK/IAT U3K/TIOUNTETHO TIpeyBeIueH! TOpajyl aMaTbOPCKIUTE MY
n3saBu. To3yu IpeyBennyueH e31K Ha TAIOTO Cb3[aBa PA3DBK KOHTPACT C
HeroBaTa MIEHTUYHOCT KaTO YOBEK OT HUCKUTE IPOCIONKM B 0Ole-
CTBOTO U IIPeU3BUKBA CUJIEH KOMIYeH e(eKT, OCTaBANKM IyOIKara
B TPEIeTHO OYaKBaHe KaK Ie ce pasBue curyanuara. OCBeH ToBa TOI
Iee Kaacudeckute apum Ha [lekmHckara omepa CbC CU/IEH aKIEHT OT
oxonus JIvruen, rp. TaHIaH, cMeCBailKy CTU/IN3MPAHNA USUCKAH CTHUI
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Ha IleeHe Ha KUTaJiCKaTa olepa CbC CBOETO (DasIlINBO M3II'bIHEHNUE, B
pe3y/ITaT Ha KOeTO ce Io/Ty4aBa I'POTECKHO M3II'bIHeHue. ToBa Hecho-
TBETCTBNE HOI'BIHUTETHO 3aCM/IBA XYMOPUCTUYHOTO BB3JENCTBIE Y
ny6nukara. BB puima ce nmpuiara komennitHara popma ¢apc, KosSTo
Ype3 yMeNIO 3aMUC/IEHO CHKETHO pelleHNe U MpeyBeIMYeHN TeXHMU-
Ky 1paBu ¢puIMa 3abaBeH U JOI'BIHUTETHO 3aCV/IBa XYMOPUCTUYHIS
edexT. OUIMBT BKII0YBA MHOXKECTBO CIOYKETH, M3II'b/IHEHM C Heflopasy-
MEHNsI U M3HEHAIBAIIM ChBIIA/ICHIISL.

2.3. IsnonsBaHe Ha ONEepHN KOCTIOMM M PeKBU3NT. [Ipexure
ca HeoOXOIVIMOCT B €KeJJHEBJETO Ha XOpaTa, TaKa 4e M3IO/I3BaHeTO Ha
KOCTIOMM 32 Ch3JlaBaHe Ha XyMOp € BaKeH e/leMeHT. PycKuaAT mucarern
Jles Toncroit xa3Ba: ,JI3KycTBOTO UfBa OT )XMBOTA, HO € TI0-BIUCOKO OT
xkuBota“ [TOLSTOY 1958: 32]. 3a ma cb3mafaT XyMOPUCTUYHA aTMOC-
(epa, orepHNUTE KOCTIOMY 1 PEKBU3UTBT BB puiMa ,,ClieHaTa“ ca yMe-
710 n3nonssanm. C 1es ja ce MOAYEPTAST BU3yaTHUTEe KOMeAUITHY edek-
TU, TepouTe BB GuUIMa HOCAT [[BETHM ONEpHM KocTiomu. Hampumep
BBB (priMa Mapuian XyH e rpy6 u 6e3pascbieH, KOeTo € HeChBMeCTIMO
C €/IETaHTHOCTTA U M3TBHYEHOCTTA Ha KUTANCKNUTE OIEPHY KOCTIOMIL.
Koraro o6nm1ya KocTioMa ¥ MMUTHpA AEMCTBUATA Ha OLEPHMUs Tepoit,
HEeTIOAXO/AIINTE [PeXN 1 3a0aBHNUTE 103U 00pa3yBaT PsI3bK KOHTPACT
C UI3SIIHOTO M3KYCTBO, IPEJCTaBEeHO OT KOCTIOMITE B KUTAIICKATa OIle-
pa 1 ToBa Kapa nmy6nukara ja ce cMee. CbllleBpeMeHHO OIlepHUTE PeK-
BUSUTHU KaTO BETPUJ/IA ¥ MeYOBe CBIIO IOJy4aBaT HOBO 3HA4YeHE BBB
¢dunma. ITo Bpeme Ha M3II'BIHEHMETO CM B KMTAJICKaTa OIepa IpojaBa-
bt [la CaH Ap, IOHeXXe He 3Hae Kak jja 60paBy ¢ Meda, M3BbpIIBA IIpe-
yBe/IYEeHY I KOMUYHM JIBVDKEHNA, Ch3/JaBaliKyl KOHTPACT C IPUCHIIA-
Ta Ha MeYa CYMBOJIMKA Ha MOII ¥ CIIPaBe/IMBOCT, KaTO TOBA 3aCM/IBA
XyMOpUCTHYHATa aTMOCcdepa Ha puima.

3. UHTETPUUPAHE HA OIIEPHU EJIEMEHTHU
" ©®MJIMOB XYMOP
3.1. BsaumopeiicTBuie Ha NpeyBelMYeHMATA B KUTalCKaTa
omepa U puTbMa Ha GWIMOBOTO NoBecTBOBaHMe. BuB dpunma ,,Cre-
HaTa“ yMe/IIOTO VHTETPMpaHe Ha IpeyBelM4eHMs 0 OTHOLIEHUE Ha
KMTAliCKaTa ollepa ¥ pUTbMa Ha (MIMOBOTO IIOBECTBOBAHME € KIIIO-
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4OB €/IeMEHT 3a Cbh3JlaBaHETO Ha XyMOpucTHuHa armocgepa. Omnep-
HOTO IIpefiCTaB/eHNe BbB (UIMa, BKIOYBAIIO CHIHO CTUIN3UPAHY 1
IpeyBeINYeHN BVDKEHM, IIpyjaBa Ha (UIMAa HEOBTOPMMO apTHC-
TUYHO HampexxeHue. Heka B3emeM 3a mpumep pefyBaHeTo Ha OBP30 1
6aBHO Temno BBB ¢punima. GunMsbT ,,CrieHaTa“ ce OCHOBaBa Ha M3BeECT-
HaTa IIeKMHCKa onepa ,Coorom, Mos HanoxHute". IIpencrasnenn:Ara B
ITexuHcKara orepa CbABPXKAT QUKCUPAH PUTHM, USSIIHI TEKCTOBE I
TPALMO3HY ABVDKEHVA U M3MCKBAT OT IIyOIMKaTa Ia MM Ce HacaaXK/ia-
Ba 6aBHO. [Ipy clieHMTE C OLIEPHOTO IpefiCTaBlIeHNe BbB QuIMa 4ecTo
KaJIpuTe ca OT CPefiHa MO3MINA, 3a Jja Ce MOCTUTHe POKYC BBPXY JIBU-
JKEHMSITa Ha aKThOPUTE, & MEXY TAX ca U3MOA3BAHM KaJpy OT OJIM3BK
IUIaH, 3a Jja Ce YJIOBST eMOLMITE B O4YNTe Ha TePONTE, KATO ChOTBETHO
TeMIOTO BBB unma ce 3ab6aBs. Hanpumep xorato HanmoxHmiara FOit
peLuTIpa TeKCTa Ipefyt CaMOyOMIICTBOTO €Y, KaMepaTa ce IMPU/BIDK-
Ba 6aBHO, T03BOJIABAIIKY Ha ITy0/IMKaTa Ja M3MUTA JETUKATHIA XapaK-
Tep Ha ONEPHOTO M3KYCTBO. 3a CpaBHEHIe, B KOH(IMKTHNUTE CLIeHN Ha
¢uIMa, HaIIpUMep KOraTto BOMHMIMTE Ha Mapiuan XyH HaxlTyBaT 3af
Ky/IMCHTe, KaMepaTa MpeBK/IoYBa O'bp30, yBeINM4aBaiky IO TO3U Ha-
YIH Hanpe>xeHnero. Te3u [iBa puTbMa ce IPOSABSBAT MIOCTIEOBATENHO,
Ch3JaBaiiky HapaTyBeH epeKT Ha HalpexxeHue U criokoiicteye. Koraro
ny0O/nuKara e IMOTOIeHa B YCIIOKOsBallaTa arMocdepa Ha KuTajicKaTa
olepa, BHE3aIIHOTO 130yXBaHe HA MCTVHCKY KOH(IMKTU OKa3Ba CUJI-
HO BB3JIeIICTBIIE, KOETO BOAY /10 KOMIYeH eheKT 1 ChlieBpeMeHHO Kapa
eMoLMNTe Ha ITy0/InKaTa fia ce konebaar. Kakro orbensassa CraHucnas-
CKy, ,PUTBMBT e fyurata Ha uskycrBoTo  [STANISLAVSKY 1985: 89].
YMenoTo u3nonsBaHe Ha TO3Y PUTBM € K/II0Y KbM XyMOpa BbB (uIMa.

ITo Bpeme Ha Ky/IMMHALMATA Ha QUIIMA, IPEACTABIIABAILA ,,[I1eca
B IIyecara’, ce O'bp30 pefyBaT HaIpeYHY Ka/ipy OT IAHMKATa OT CUJTHUS
rac Ha [Ta CaH Ap, KOJITO Ilee OTPELIHO Ha CLieHaTa, TPEBOXKHOCTTA Ha
Xoy CuTHH 3afi KyJIMCHUTe U eKCTaTUYHUTE aIVIOAMCMEHTY Ha Mapliaj
XyH. Bcuyko ToBa 3acmiBa gpaMaTMYHOTO HaIlpeXKeHMe, KaTo Chlle-
BPEMEHHO II03BO/IAIBA Ha IyO/IMKara fia Ipex1Bee abCypAHOCTTA U Ha-
IPe>XeHNeTO Ha CIYYBAIIOTO Ce, KOETO OTBCSAKDJIE € M3BBH KOHTPOL, I
TOBA JOII'B/IHUTE/THO 3aCJIBA XYMOPUCTUYHATA aTMOC(epa.

Pe3oHaHC MeXXAY CIOXKeTa ¥ M3NMbIHeHNeTo. OUIMBT BKIKOYBA
MHOXECTBO CILIeH), O(pOpMEH! OT HECHOTBETCTBUS B UAEHTUYHOCTHU-
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Te, JOI'b/IHEH! OT ONEPHM IpeyBeIMYeHN, Ch3/laBalllyl IIOPa3UTETHO
kommueH edexT. IIpogaBausT Ha muTKM 6a0 03v [Ja Can Ap e HacuIa
u30yTaH Ha CLIeHaTa, 3a Jja urpae ponATa Ha Bragererns. Toit He pasbupa
HIIIO OT OIlepa, HO YCIIsiBa Ja M3Ilee apysiTa OT IeKMHCKaTa olepa 1o
Ha4lH, KOJTO € XapaKTepeH 3a MOJBMKBAIINA TOH Ha IIPOfjaBavyuTe Ha
6ao 03v. [la Can Ap BB3IpHeMa 1o3aTa ,IpOTsraHe Ha Kpaka“ xato
pasMecBaHe Ha TECTOTO 3a 6do 03v, a pas3ABaHETO B KUTAIICKaTa Olepa
ro ONpuWINyYaBa Ha CrenuduUIHOTO BMKaHe Ha masapa’. ToBa mpeyse-
JINYeHO USII'bIHEHNUe Ch3JlaBa CUIEH KOHTPACT C I'bpBOHAYa/IHATa MY
UJIEHTMYHOCT KaTo IIPOfiaBay B MarasyH 3a Xjleb4yeTa 1 ChIeBPeMEHHO
oTpassiBa abCypAHATa CUTYALUs, C KOSITO Ce COMbCKBA OIlepHATa TPyIa
B CIOXKeTa, KaTO ChIIleBPeMEHHO pasBMBa CIOXKeTa, KapaiKu Imyb/mkaTa
fa ce cmee. [TogoOpeH puUTBM Ha KaMepara: pUTBMBT Ha [IBIDKEHUeE Ha
KaMepaTa II0C/IeI0BAaTe/THO Ce CMHXPOHM3MPaA C HAIIPeXXEeHIeTO Ha CIo-
JKeTa, IOI'B/THATETHO 3aCU/IBAIKM XapMOHUATA MEXKY ITPeyBeIIYeHO-
TO M3II'B/IHEHNE Ha OllepaTa U pUThMa Ha paskasa. [Io Bpeme Ha paHHU-
Te MOATOTOBKY Ha TPyIIaTa YecTo Ce M3I0/I3BaT IOCTOSHHY ITAHOPAMHM
Kazipy, 3a Ja ce m3obpasy exemgHeBuero. Koraro obade pexxmcbopbr
Cro 11 HeroBKTe BOMHMIM HAX/TyBaT 3a/] Ky/IMCUTe, KaMepaTa BHE3aITHO
ce IIpeMecTBa OT IIpeJHaTa YacT Ha CIleHaTa K'bM BXOJia 3aj] Ky/IUCHUTe,
IpeK'bCBaHa OT 3ByKa Ha CT'BIIKITE Ha BOMHUIINTE, Ch3IaBaliKy ycela-
He 3a u3HeHafa. Kynmnuanmsara Ha puima, ,,ineca B mmecara’, M3ION3-
Ba HAaIpeyeH MOHTaX, ObP30 IPEBKIIOYBANKM MEX[Y HeIPaBUTHO
IIPOM3HECEeHMsI TEKCT Ha TAaHMKbOCAHMS BOKA/IUCT OT IIPeJjHATa YacT Ha
ClLIeHaTa, TPEBOXXHOCTTA Ha X0y CUTHUH 3aJ] KY/IVCUTE M eKCTaTUIHUTE
aIUIofVICMeHTH Ha Mapiuan XyH. ToBa 3acuiBa JpaMaTHYHOTO HAIIpe-
JKeHMe, KaTo ChIIeBPEMEHHO IIO3BOJIABA Ha ITyOIMKaTa fla NpexuBee
abCypIHOCTTA ¥ HAIIPEXKEHNETO Ha TOBA ,,VI3BBH KOHTPONI  OT MHOXe-
CTBO IJIEIHM TOYKM, KOETO HOI'BIHUTETHO 3aCM/IBa XyMOPUCTUYHATA
arMocdepa. Hakou repou BbB puIMa M3M0/I3BAT €3UK HA TANIOTO U U3-

4 Tlosara ,ipoTsiraHe Ha Kpaka“ s myeil € 9acT OT CIELMATHUTE [I03U U JIBVDKE-
HUs B OOIHNTe M3KYCTBA, IPU/IATaHY B KMTAlICKaTa OIepa.

5 B muHanoro B Kurail 3aHasTYMuTe, THProBLMTE M IPOfABAYNTEe Ha fafieHa
CTOKa ca MMau OIIpefie/ieH MeTOJ| Ha BUKaHe CIlopef] TpodecuATa 110 YINLuTe
" masapuTe (Ha KUTACKM e3UK 50 xbl41E) ¢ XapakTepHa MHTOHALVISL U MeIO-
AUA 3a IpUBANYaHE Ha KIIMEHTN.
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pa’keHNsA Ha JMIETO B OIIEPeH CTUJL, 3a Jla MpeyBelIndaT eMOLMOHaI-
HUTe cu KomebaHms. ToBa IpeyBennueHO M3IIBIHEHME KOHTPACTUpa
PA3KO C HAapaTMBHMA PUTBM Ha puiIMa, Cb3JaBaiiKu CUIEH KOMeJVeH
edekt. OcBeH TOBa IIPOMEH/IMBOTO TEMIIO BBB (pM/IMa CBILO UTpae Ba-
»Ha porst. Koraro TeMIoTo e mo-6bp30, 3ab6aBeHUAT XapaKTep Ha IIpe-
yBeIMYEHNUTE OIIEPHM U3II'bIHEHMA Ce NTOJYepTaBa i TOBA Ch3/jaBa yce-
IaHe 32 BpEMEBO Pa3MeCTBaHe U JOII'bTHUTE/THO 3aCU/IBA XyMOPUCTIY-
Hata arMocgepa. Tasu TexHMKa 3a KOHTPOJ HAJ| pUTbMa pa3dynTa He
CaMO Ha IIPEIM3HOTO M3IO/I3BaHe Ha €311Ka Ha KaMepaTa OT PeXXIChopa,
HO U Ha J'b/I0OKOTO pasbypaHe Ha XapaKTepPUCTUKUTE Ha KUTAlCKaTa
omnepa. ITo To3y HauMH QUIMBT YCIENIHO ChYeTaBa IPEyBeNNIEHOTO
U3IT'bTHEHNE HA TPAAUIMOHHATA OIlepa C HApaTVBHMS PUTBM Ha CbBpe-
MeHHUTe QYIIMU U CH3[jaBa YHUKATHO 3PUTE/ICKO U3XKVBSABAHE, KOETO €
6oraro efHOBpeMEHHO Ha KY/ITypHIU elleMeHTH U (pUH XyMop.

3.2. Kom6uHupaHe Ha eIeMEHTH OT KNTAlICKaTa oIepa B CIoKe-
Ta Ha puma

KoM6uHMpaHeTo Ha efleMeHTH! OT KUTalicKaTa orepa BbB GpuaMa
»ClieHa" He caMO pa3BMBa CIOXETa, HO VM 3HAYNTETHO IOZ0OPsBa XyMO-
pa Ha uIMa, KaTo eleMEeHTUTE OT KUTAICKaTa OIlepa 3aeMar K/II04oBa
JacT oT ciokera. Hanpumep npogaBaust [Ja Can Ap coydaiiHo e us-
OyTaH Ha ClIeHaTa KaTo M3BecTeH akTbop. C orpaHMYeH) O3HAHUA 32
IlexnHCKaTa orepa TOJ TPOMAaBO MMUTHPA IBVDKEHUs OT KMUTAlCKaTa
orepa Ha ClieHaTa. HeroBoTo eKCIeHTpUYHO U3II'bIHEHNE Ch3/laBa CH-
JleH KoMu4deH e(eKT, OCTaBsAIKM ITyb/IKaTa B TPeBOra, Karo [0 TO3M Ha-
YH OPUIBIKBA CI0KeTa HaIpes. /3non13BaneTo Ha KOCTIOMU U PeKBH-
3UT OT KMTaliCKaTa ollepa OCUTYpPsiBa pellaBallia IOJAKpeIa 3a CIOKeTa.
BbB ¢punma npogasaunsT [Ja CaH Ap, rpuMupas u o6edeH B KOCTIOM,
HEOYaKBaHO Cpellla UCTUHCKMSA M3BecTeH akTbop [suH Caoryen. J
IBaMaTa BAPBAT, Ye ce I71eflaT B OITIE[AsIO M 3a MOMEHT Ca Jle30PUEeHTH-
pann. Tasu crieHa fonpuHacs 3a MHTPUTaTa Ha CloKeTa. B jonbinenne
HasoxxHuuata IO, KoATo e romAMa MOYMTATENKa Ha ONEPHUA IIeBel]
J3un CsoTreH, ro 6bpka ¢ npogasada [Ja Can Ap, ob1edeH B KOCTIOMa
u rpumupas Karo [I3un CAoTueH, 1 ce XBbp/id B IperpbaKute My. ToBa
JIOI'BTHATENTHO TIAcKa CIOXKeTa HaIlpel M JOIIPMHACA 32 abCypAHOCTTa
U XyMOpa Ha MCTOpMATA. Tas3u c/10)KHA MHTErpalnus Ha OLepHY e/leMeH-
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TY B CIOXKeTa Ha Gp1IMa He caMo 00oraTsiBa ChbP)KaHMETO, HO Y OCH-
TypsiBa MHTEPECHM M3pa3y 3a OCTUTaHe Ha XyMOPUCTUYHY e(DeKTH.

4. EOEKT OT KOMBMHAILINATA OT OIIEPHI
ETEMEHTU 1 XYMOP B I3PA3ABAHETO
HA TEMATA HA ©OMTIMA

4.1. 3agp160UyaBaHe Ha TEMATa Ype3 XYMOPUCTHYHY eIeMEHTH

XyMOPUCTUYHUTE elleMEeHTH, Ch3/IafieHN IIOCPEfICTBOM KUTaliCKa-
Ta Ollepa, UTPAAT BaXKHA PO/ B 3aBI00YaBaHETO HAa TeMaTa Ha QUI-
Ma ,,CreHara“. XyMOpBT KaTO Xy/[0)KeCTBEHa TEXHMKA MOXKe He CaMo Ja
pascMmee mmy6nmKara, HO U Ja IpencTaBy Abr0oku upen. Kakro kassa
dpenckuaT mucnuren Aupu beprcon: ,,CMeXbT € Hall-KbCOTO Pas3CTos-
Hie Mexy xopara“ [BERGSON 1985: 15]. B ,,Cuenara® xymopuctud-
Hata atMocdepa, Ch3fajieHa OT KUTalCKaTa OIepa, IpaBy TeMara Ha
¢unma fa ce Bp3IpueMe MO-ABI00KO B Cbpliata Ha Xopara. Hanpumep
Mapiaz XyH HapeX/ja Ha OIlepHaTa TpyIa Jja IPOMEHM KIacudyecKara
cuena ,,CaMOyOUIICTBO B YA3SH® Ha ,Braferenar mpekocsiBa pekara“
C MOTHBA, Ye CaMOyOMIICTBOTO Ha B/IafieTe/Isl € HOCK JIOLIa Hoany6a 1
[OpY 3aIlIalllBa TPyHaTa C MICTONET. BlacTHOTO MOBeleHMe Ha Map-
man XyH ¥ TpoMaBaTa MMUTALUA HA XKecCTa C IPBCTU ,opxuses © Ha
HanoxxHunata [0i o6pasyBaT psA3bK KOHTPACT, Ch3[jaBaiiky abcyprHa
U XyMopucTuyHa atMocdepa. To3u clokeT pasKpyuBa HEBEXKECTBOTO I
HOTBIIKBAaHETO HA M3KYCTBOTO OT CTPaHa Ha BJIACTUMAIIUTE, OTpa3saBa
yCUIBaHe Ha )KeJIAaHMETO 3a B/IACT B YOBEILIKATa IPUPOJA U IIpe3peHIe-
TO KBM KY/ITypara U U3KYCTBOTO, IOfYepTaBa HE3HAUUTETHOCTTA Ha
APTUCTUYIHOTO JOCTOVHCTBO B OYMTe Ha BIACTVMMAIINTE U HOATUKBA
nyOnuKara fia pasMUCIN BBPXY TaKVBa SIBJIEHUA B OOILIECTBOTO KaTo
»JTAUINTe YIIPaB/IABaT eKcreprute”. Ypes M3M0NI3BaHETO HA XyMOPYC-
TUYHY e/IeMeHTU (UIMBT YCIIEIIHO ChyeTaBa MOBbPXHOCTHA UCTOPUS

6 YKect ¢ mpBCTH ,OPXUAES 71aH Xya 0% € efHO OT Hall-BaXXHUTE [JBVDKEHMUS
Ha p’pLIeTe TIPY XKEHCKIUTE PO B KUTalicKaTa onepa. V3monssa ce 3a opopmsi-
He Ha XapaKTepa ¥ eMOLMITE Ha Pa3IMIHM JKEHCKY IIEPCOHAXU. MaiicTopbT
Ha meKnHcKara omnepa Meit JlandaH e cb3fman nenu 53 pasniudHU XKeCTa ,,0p-
Xupies”, 3SHAYUTETHO 06OTaTABANKY M3Pa3UTE/IHATA CUJIA HA U3II'bIHEHNETO. B
K/TaCMYeCKMTE KUTAVICKM TAaHI[Y TO3M XKECT YeCTO Ce U3IO0N3Ba U 3a U3pas3siBaHe
Ha HEXXHOCTTA U Yapa Ha JXEHMTE.
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C I'BTIOOKM TeMY, TTIO3BO/ISIBAVIKY Ha IyO/IMKaTa, HaclTaXK/JaBaiKi ce Ha
¢dunma, 1a ce YyBCTBA CIIOKOJIHA M IIACT/IVBA 1 CIIIEBPEMEHHO fia IIpe-
JKUBSIBA I'BIO0KY G1UI0CODCKY PasMUCTIIL.

4.2. YHUKaTHUAT NPIHOC HA ONIEPHNTE €IeMEHTU KbM IIpef-
CTaBsHETO Ha TeMaTa

IIb160KNTe KYITypHM KOHOTALIUM, CHABPIKALIMN Ce B eIeMEHTUTE
OT KUTAJICKaTa Ollepa, HOCAT HeIIOBTOPUM Yap K'bM IIPEfCTaBSIHETO Ha
TeMara Ha ¢puimMa. KakTo e Kasas TeopeTHKBT Ha jpaMaTa ApUCTOTeI:
»pamara e ornenano Ha xuBota“ [ARISTOTLE 1982: 23]. Kato Ba>kHa
4acT OT TPAAMIVIOHHATA KUTAliCKa Ky/ITypa, KUTaliCKaTa oIepara uMa
OTYET/IVBY HAL[MOHATHU UM €CTeTUYeCKM XapaKTepPUCTUKU B CBOSTA
XypokecTBeHa m3pasHa dopma. B ,Cuenara® uspasurenuure gpopmmu
Ha oIlepara — IleeHe, pellUTpaHe, aKTbOPCKa UIpa U aKpobaTuka — ca
YMeJIO VIHTETPYPAHN B CIKeTa Ha G1iMa, 060raTsiBaT XyL0)KeCTBeHa-
Ta My ABI0OYMHA 1 MIpef/IaraT yHUKa/IHa ePCIeKTIBa BbPXy TeMaTa
Ha ¢unMa. Hanpumep 13110/13BaHETO Ha OIEPHY KOCTIOMU U PEKBUSUT,
4pe3 TeXHMs LBAT 1 (HOpMa, Ch3[aBa BU3YaTHO BB3JIEIICTBIUE, KOETO €
eHOBPEMEHHO TPAJVILIMOHHO U MOJEPHO, ¥ HNOI'BTHUTETHO 3acK/IBa
M3C/Ie[IBAaHeTO Ha KY/ITYPHOTO HAC/IECTBO 1 MHOBALMNTE BBB (UIMa.
OcBeH ToBa BUPTYanTHMAT U (OPMY/IEH XapaKTep Ha ollepaTa Ipejjiara
HOBJ BB3MOXHOCTY 3a IIPEJICTaBsIHe Ha TeMMTe Ha (VM Vi TO3BOISABA
Ha my6/1MKaTa fja M3MuUTa YHUKATHIA Yap Ha TPaAUI{MOHHATA KUTaICKa
ecTeTUKa MeXJy pealHoTo U BbhobpakaeMoTo. To3m 3abenexxnreneH
KY/ITYPeH 13pa3 He CaMO 3aCI/IBa XYLO)KeCTBEHATa IIPVB/IEKATETHOCT
Ha (unima, HO U IIpyUaBa ABHIO0YNMHA U IIVPOTA Ha HETOBUTE TEMIA.

5. ®WIMDBT ,,CIIEHATA“ VI Bb3IEVICTBUETO MY
3A PASBUTUETO HA KOMEJIUVTHUTE ®GUIMU

5.1. HacbpuyaBaHe Ha HaCIeACTBOTO HA TPAJUIIMIOHHATA KY/ITY-
pa B komenuitaure punmu. Kutaiicknat gpamarypr Tuen XaH ka3Ba,
ye ,,KMTalicKaTa ollepa € CbKpOBMUIIe Ha KMTaliCKaTa HallIOHA/THA KYJI-
typa“ [TIAN HAN 1983: 56]. Upes cpbueTaBaHETO Ha KUTAiICKa olepa
u KoMenusi GuIMBT ,,ClieHaTa OTBOPU HOB ITBT 3a JPYTY KOMERMITHY
¢uiMM fa usnon3Bar mofobH eneMeHTH. OUIMBT 3aCH/IBa XYMOPUC-
TUYHMA edeKT ype3 pparMeHTHpaHy HApaTUBHM CTPaTeIMu U CMece-
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HO JKaHPOBO CTPYKTYPHO HAINpeXeHUe, MO3BONABANKY HA myOnuKa-
Ta JIa yCeTV OYapOBAHMETO HA TPAAMIMOHHATA KY/ITypa M PUTHMA Ha
cbBpeMeHHaTa KoMenusi. Tosy MHOBATMBEH METOJ Ha KOMOMHUPAHE He
caMo o0orarsiBa METOLNTE Ha M3passiBaHe HA KOMeLUITHUTE QuiMmy,
HO ¥ MPEIOCTaBs MOBeYe BH3MOXXHOCTH 3a Ch3[aBaHETO Ha Obiemin
KoMefuitHY GUIMM. YCIENIHOTO M3IOI3BaHE HA OMEPHM eleMEeHTH B
,»ClleHa“ mpegocTaBsi BayKHa OTIIPaBHA TOYKA 32 KOMENUITHUTE PUIMU
0 OTHOIIIEHN)E HA KYATYPHOTO HacnencTBo. OUiIMBbT He caMo Ch3[aBa
XyMOPUCTMYHa aTMOocdepa, HO U IIpefaBa AbI00KYU Ky/ITYPHYU KOHOTA-
LMY Ype3 YMe/us JU3alH Ha ONIEPHNUTE KOCTIOMM ¥ PEKBU3UTA, KAKTO
¥ Upe3 IPEYBENNYEHOTO IIPECTABSIHE HA TIEEHETO U U3II'BIHUTENICKUTE
nByDKeHVst. To3M HaYMH Ha KOMOMHMpPaHe Ha TPAfMIMIOHHATA Ky/ITypa
CbC ChbBpeMeHHMsI PUIMOB €3MK HE CaMO 3a/J0BOJISABA Pa3B/IeKaTelH Y-
Te HY)X/I Ha ChbBPEMeHHaTa ITy0/IiKa, HO U peain3upa pasipocTpaHe-
HMETO U HAC/efiABAHETO Ha KY/ITypara, 3aiaBaiikyi MOJe 3a Oberu
KoMenuitHy UMM IO OTHOLIEHVE Ha KYITYPHOTO u3passiBaHe. Upes
MEJIOfIUATA U TEKCTa Ha ONEPHOTO TIeeHe Ce 3aCU/IBAT eMOLIMOHATHUSAT
U3pa3 ¥ KOMEAUITHUAT epeKT Ha CIOXKETa; B CHIOTO BPEME [IPEYBEIIN-
YeHNTe ¥ CTWIN3UPAIIN XaPAKTEPUCTUKN HA OIEPHUTE USIIBIIHUTEN-
CKM JIBVDKEHMsI Ce U3ION3BAT YMEJIO B HAPATUBHUS PUTHM Ha HriMa
¥ Ch3[aBaT CUTHO BU3ya/nHoO Bb3fericTBue. ETo 3amo ¢ppenckusat ¢pui-
MOB TeopeTuk AHppe BaseH cmsTa, Ye ,,UIMBT € U3KYCTBO Ha BpeMe-
t0“ [BAZIN 1987: 78].

5.2. IIpenop’sku 3a 6'pmenu pummMu

[IbpBO, MHTETPUPAHETO HA ONEPHM €/IeMEHTU BBB (PUIMOBMSA
CIOKeT TpsA6Ba Ja ce 3aCIM, KaTo Ce TapaHTHpa, Ye ONEPHOTO IIeeHe,
[BVDKEHMATA TIPY M3II'bIHEHME, KOCTIOMUTE ¥ PEKBU3UTA €CTECTBEHO
pasBMBAT CIOXETa, a He CIIYXaT CaMO KaTO JeKOPaTHMBHM €IeMEHTH.
BxTrouBaHeTO Ha OIEPHU €eMEeHT! BbB PUIMUTE He caMo oboratsasa
BusyanHuTe epekTy Ha p1aMa, HO M 3aCU/IBa KYATYPHUTE MY KOHOTA-
1. Ako o6ade M3IOI3BaHETO HA OIEPHU e/IEeMEHTM € TBBpHe Ipyoo,
TOBA MO>Ke Jla HApYIIN LsUIOCTHYS PUTBM U BU3YaTHOTO Bb3JIe/iCTBIE
Ha ¢unma. CrejoBaTe/IHO, PeXXIChOPUTE TPSIOBA BHIMATETHO A IPO-
eKTUPAT U ISTIOCTHO A MHTEIPUPAT OIIEPHY €/IeMEHTU BB PpUIMuTe,
IPeBPBILIAVIKIA ' B MOLIIHY NHCTPYMEHTH 32 Pa3BUTIE HA CIOXKETa.
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Bropo, mo Bpeme Ha TBOpYecKus Ipoljec TpsibBa #a ce B3eMar
HpeABIUJ UBLANO eCTeTUYeCKUTe HYXX/U U KYATYPHUAT IPOM3XON Ha
CbBpeMeHHara IIy0/1yKa, KaTo 110 IIOAXO/SIL Ha4MH Ce OIPOCTsIBA IPO-
(decroHanHOTO M3pa3siBaHe Ha OIEPHUTE elleMeHTH, 3a ha Obaar Te
no-gocTbiHN. C TedeHMe Ha BPEMETO eCTeTMYeCKUTe HY>KAM ¥ HaBU-
LyTe 3a OLieHsBaHe Ha MyOnMKaTa HEIPeKbCHATO Ce Pa3BUBAT. 3a Chb-
BpeMeHHaTa Ny0/1uKa TPAfULVIOHHUTE ONePHM IPEe[CTaBIeHUs MOXe
fia ca TBbpre HesicHu. CrIeoBaTeNHO PEXXMUCbOPNUTE TPSAOBA [ 3aIMa3sT
CBIUIHOCTTA Ha OIEpaTa, KaTO CBhIEBPEMEHHO MPETOCTABAT MOJEp-
Ha MHTEPIpPETALUs U U3pa3siBaHe Ha OlepHUTe eneMeHTH. Hanpumep
TPafIMIIMOHHATA KUTAMCKA OIepa MOXKe Jia O'b/le PeOCMUCTIEHa Ipe3
CbBpEMEHEH ay/iMOBI3YyalleH e3UK, II0Ka3Balll HelTHNUs Yap 0 MO-MHTY-
UTVBEH U SPBK HAYMH, 32 [ja Ce HaMa/Ii ParbT Ha pasbupane ot my6-
nuKaTa. B cpIoTO BpeMe ChBpeMEHHITE TEXHOMOTUH, KATO CIIeI[MaTHI
edekTy 1 aHMMAIVsI, MOTaT Ja O'bIaT M3I0/I3BaHY, 3a Jja 00aBsIT HOBA
U3Pa3UTETHOCT K'bM ONEPHUTE eJIEMEHTH I J1a TM HAIIPABAT MO-ChOOpa-
3€HH C eCTeTUYeCKNTe BKYCOBe Ha ChBpeMeHHaTa ITyO/InKa.

M3MOI3BAHM M3TOYHUIIY / REFERENCES
s (R RREUED) ARG E 1984, (BPEXT,  Bepromg.

Bpexm 3a opamama. Kurait: Viagarencrso ,Hapoana mureparypa“, 1984)

=75 (=05 °C8) NRSCHHERTEEERR (RN R/71987 (MEV, Jlandan.

Cobpanu couunenus Ha Meii /langan. Kurait: Visg. ,Haponna nmutepaty-
pa‘, 1987)

AHER (PARGHERRIFICSE) ZIIEPR AR 11991, (EBERT, Roger.
The Great Movies. USA: University of Chicago Press, 1991)

A S5k (HRIFREE) > Simon &  SchusterHf7ft > 1964. (CHAPLIN,
Charles. My Autobiography. USA: Simon & Schuster, 1964)

FIRAURETERE  (ZRie) - ANRSCFHHRTE 1958, (TOJIICTOV, Jles. 3a

uskycmeomo, Kurait: Vsgarencrso ,Hapogua muteparypa®, 1958)

STE SRR R (HTE el R R 2 > PEDREILAR L - 1985.
(CTAHMCITIABCKM, Koucrautun. Akmvopckama cucmema Ha Cmanuc-
nascku. Kurait: M3p. ,Kuraiicka gpama‘“, 1985)

TERERR (EAINEE) > PESSENHE  1985. (BEPTCOH, Aupu. M3cnedsanus 6op-
xy cmexa, Kurait: Toproscko uspgarenctso, 1985)
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W () BSSEIRIEHRR 1982, (APUCTOTEIL Ioemuxa. Ku-
tait: ThproBCcKo U3HaTencTBo, 1982)

FH CHHSOWRISCER) - FREX R R L > 1983, (TUEH, Xan. Konekuyus om
opamu na Tuen Xan. Kurait: Vsn. Kurasicku Tearsp, 1983)

LA (B 12.7)  FEFHF R L, 1987, (BA3EH, Auape. Kakeo
e kuno?. Kurait: Visg. Kuraiicko kuHo, 1987)

Ounmsr ,CrieHara’, Ha KUTANCKU €3UK, C KMTAMCKY U aHIIUIICKU CYOTUTPY,
HamudeH Ha: https://youtu.be/mg3yt9fZuQI?si=GZIhnLoLbLiXVCJC, no-
cneper poctpn 20 okromBpu 2025. [Filmat “Stsenata”, na kitayski ezik, s

kitayski I angliyski subtitri, available from: https://youtu.be/mg3ytofZuQI
25i=GZIhnLoLbLiXVCJC, last viewed 20 October 2025]
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AHI'EA 3ABEPCKW —
VN3MNOBEA HA EAVUH CUH"

npod. a-p leopru ApHaynos

JImeTo HUKOTra He e caMO KOMOMHaIus oT 3Byun. VimeTo e eHep-
TUs ¥ B QHTUYHUTE MUCTUYHY [IPAKTUKY Ce IPUeMa, 4€ TO HOCHU ChIIj-
HOCT, cbiba u cwia. Ilak B Te3u MPaKTUKY, OOCTOHO OMMCAHU OT
AHTPOIIONIO31TE, TIOBTOPEHNMETO HA MMETO HPU MBXKKUs HAC/TETHUK
MO>Ke Ia O3Ha4YaBa IIPM30BaBaHe HA [jyXa Ha IpeJlnTe, IpeaBaHe Ha
6/1aroC/I0BMsI, IPEHACsIHE HA KapMa, TOpH ,,Bb3pakaHe“ Ha baiara B
crHa. OmnpefieieHNeTo 3a Tasy IPAKTUKA € NAMPOHUMUST OT AHTUIHO
rpBIKOTO TATAP (patér, ,6ama’) + dvupa (6numa, ,ume”). TlarpoHn-
MBT € IMYHO MMe WM ChCTaBeH KOMIIOHEHT Ha IMYHOTO MIMe, KOETO Ce
OCHOBaBa Ha COOCTBEHOTO MMe Ha 0aIara, a B Hall-4€CTO CpeljaHuTe
CIy4ay Ha IAJ0TO — TaKa HapedeHaTa d80HUMUS VIV TO-PaHEH MbXK-
Ky mpapoputen. ITo obuyait 1 KaTo oduIMaNTHO KyITypHA HOTUTHKA,
MATPOHMMMTE Ca Ce M3IOI3BaI B MHOTO CTPaHM IO CBeTa, KaTro MOo-
CTelleHHO yroTpebaTa UM e 61/Ia 3aMeHeHa U TpaHcopMUpaHa B Taka
9YeCTO CpelaHNTe HEC TATPOHUMIUYHN aMITHN MMeHa. B aHTUIHMS
TPBLKM MONTUC, & U B CPEIHUTE BEKOBE, IATPOHUMMSITA € Ouia 1 3HaK
Ha ColLMasieH CTaTyc, CBOEro pojia JOKAa3aTelICTBO 3a 3aKOHHOTO, IO/Ia-
raeMo ce MsCTO Ha JafleHa IMYIHOCT U 3HAK 32 apUCTOKPATIYeH IPOu3-
XOJf Ha YOBEK B OOI[HOCTTA.

3amoyBaM TO3M TEKCT TaKa, 3aI[OTO XUTENCKOTO M TBOPYECKOTO
pasBUTKe Ha KOMIIO3UTOpa M MuaHucta AHren 3a0epcKu-cuH e efuH
IIpeKpaceH IpUMep 3a Tasy ApeBHA IPAKTUKA, a IIOC/IEAHUAT MY anbyM,
HOCeII] 3aI71aB1eTo ,,VI3moBey Ha efyH CMH, u3JajeH B Kpas Ha 2024 ro-
JiMHa, 32 MEH € II0Ka3aTe/leH M0 HAKOIKO Ba>KHU IPUYNHIL

TpsibBa ma cu mpusHasi, 4e AyMaTa ,,M3IOBel HaMCTUHA Me pas-
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BB/IHYBA, IIPM TOBa MHOTrO. VI31IOBEJHOCTTA € Helllo, KOeTO ChBPEMEH-
HUS CBAT e 3a0paBusI U IpeHeOpersa Bce IOBede 1 IoBeve. VI3moBes-
Ta e TPY/JHA, 3alI0TO Ce OCHOBAaBa Hail-Beye Ha ABI0OKAaTa MCKPEHOCT.
Tsa paskpuBa I'bJIHaTa TOTOBHOCT YOBEK fla pasKpue MCTMHATA 3a cebe
cu 6e3 ma ce mpuKpuBa. VI3MOBEIHOCTTa Ce OCHOBAaBa Ha CBAJIHETO
Ha MacKaTa, Ha OTKa3a OT CTpeMeXKa Jja M3ITIEXJAll pas3nyeH OT TOBa,
KOETO CU B JIeJICTBUTETHOCT. VI31I0BETHOCTTA Ce OCHOBaBa Ha UCMUHA-
ma, Ha yA36umMocmma, Ha NPU3HAHUEMO, Ha 0C6000#0eHUemo Ipe3 n3-
rOBapsHETO Ha HEM3Ka3aHOTO. /I3[0OBeTHOCTTa ce OCHOBABa I Ha UCKpe-
Hama cpewya ¢ Opy2us.

B cnyuas ,,Apyrus’ e egyH M3K/IIOUUTETHO TONAM O'BITapCcKy MY-
3MKaHT, Komrosutopa Anren 3abepcku (1931 — 2011), 4mitTo CuH e MIa-
auAT 3abepcku. A TO3M AMCK B HMKAKBB CIy4ail He e I'bPBUS aKT Ha
MPU3HATETHOCT Ha cHA KbM baiara. [Ipes 2013 Auren 3abepcku-cuH
IIOCBETY CBOA [MCEPTAllMOHEH TPY[, Ha TBOPYECTBOTO M JKUTENMCKUS
opT Ha cBos Gamral. ITpes rogmHuTe Ha CBOSITa M3C/IEOBATENICKA [iei-
HOCT TO1 ce POKyCHpa BbpXy pasINyHM aCIeKTV Ha My3MKara Ha 3a-
OepcKu-cTapI: Ha HeroBUs 3psil Hepuof ot 60-Te fo kpas Ha 80-Te
ropuuy Ha XX Bek?, Ha HeroBara Iefjarornyecka JeiiHocTs, Ha HeroBUs
1smocteH TBopyecky uT4. Ilpes ropuuuTe Mmagusat Axren 3abepcku
e TIOCBeTI/I HeMaJIKO KOHLIepTY Ha CBOs 6alla, KaKTo ¥ Ha Maiika Cl,
u3BecTHara O'b/rapcka noiu esuiia Maprapura PaguHcka.

ITpe3 rogwHMUTE CbM MMaJ IIAHCA, @ U HEKa Ka)ka Y/IOBOJICTBMeE-
TO, Ia IPYCHCTBAM Ha HAKO/IKO TBOPYECK! pa3roBopa Mexxny MaecTpo
Amnren 3abepcky 1 HeroBUs CUH. PasroBopy HacCUTeHM C JIeKOTa U ap-

1 3abepcku, Anren-mim. (2013). TBopuecKoTO o Ha KoMIosuTopa AHren 3a-
6epcku.

2 3abepckn, AHren-mi. (2012). TBopueckaTa 3peIoCT Ha KOMIIOSUTOpa AHTe
3abepcku : 60-te, 70-Te, 80-Te roguum Ha XX Bek. B: MY3VIKAJIHU xopuson-
i — Codusi: CBMT]I, 1973, ISSN 1310-0076 — Top. 46, 6p. 6 (2012), c. 16-18 -
2012

3 3abepcku, Anren-miu. (2014). [IpenogaBaTenckara geitHocT Ha AHren 3abep-
ckn. B: MY3VIKAJIHW xopusosTH — Cocbl/[ﬂ: CBMT/, 1973, ISSN 1310-0076.
cTp. 5-9 - 2014

4 3abepcku, Anren-mi. (2011). Komnosuropsr Axren 3abepckn (Cr.) — MJIATL
HaydeH ¢opym 3a mysuka u taHiy — Codust: Hos Obir. yHus. [lemaprameHt
Mysuka, 2007, ISSN 1313-342X ctp. 38-45 - 2011
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TUCTU3BM, HO 1 C [/bI00OKa MBAPOCT. PasroBopu B kouTo Oaiara yyene
CIHa Ha pa3/IMYHM TEXHMKY Ha NJCaHe Ha My3MKa, Ha CTIJI, Ha TBOpYe-
cku mogxonu. Teau pasrosopu 6sxa Hail-MaIKO AUAAKTUYHI, IO CKOPO
¢ enHO [I3eH yMeHue npefaBaxa MHGOpMALMs U YepTaexa MepCreKTH-
BU Ha O'bJIelleTO Pa3BUTE HA MJIAVsI MY3VKAHT.

I ero, nHec, HUe MMaMe KOMIIAKTAMCKA ,,VI3M0Bes Ha eVH CUH"
KaTo Jap KbM poputennte My. [lap, B KOITO MIaguaT 3abepcKiu ce yIo-
BaBa OT MCTMHATA U yA3BMMOCTTA, IOTAIlA C€ B IPU3HAHNETO KbM TeHUS
Ha cBoA 0ala u cpemara ¢ Hero. B anbyma 61X OTKpOMI MCKPeHMS U
CIIOHTaHEeH JINYeH BBTPELIeH CBAT Ha 3a0epCKu U HeBepPOATHATA MY JIIO-
60B K'bM popuTenuTe. Bcuko ToBa IpeBpbllia My3UKaJTHUTE TBOPOM OT
anbyMma B HeNOAIIPaBeHa /ITYHA U3IOBeI, B ITYHO CBUJIETETICTBO, B CBOE-
o6paseH pasroBOp MeXX/y aBTOpPa ¥ C/TyLIATeIs, Y Hall-Bedye MeXK/ly Hero
1 HeroBuTe popuTemn. TyK, B Lis/IOCTHATA MIelHA KOHIENIs Ha 13]a-
HIETO, ChbBBPILEHCTBOTO He € CBeJJeHO CaMo JI0 TeXHMYeCcKa MU eCTeTH-
Jecka ujies, a € IPeBbPHATO B IBI00KO TMYHO ¥ M3CTPAIAHO TBPCEHE.

Mysukara B abyma e u3siiHa. Ts e HeMoOAIpaBeH U3pa3 Ha He-
HMPEKbCHAT CTPEMEX KbM ChBBPLIEHCTBO. ChBBPIIEHCTBO, KOETO € 3a-
JI0)KEHO U MPOSIBEHO KAKTO B Ch3laBaHETO Ha OT/IE/THUTE TBOPOM, Taka
U B apaH)XMMEHTUTe U MHTeplpeTanuATa. Mysukara e MeNofuyHa,
CTpacTHa, M3II'bIHEHA C JKaXK/a 3a )XMBOT M KpacoTa. Mysukara Komy-
HYKVIPA JYPEKTHO C'bC CTYLIATeNIA, TOPaXk/ia B HErO bI00KM eMOLIVIN 1
3a MEH BOAM IO TaKa CI0OKHO JHOCTIVDKVMMATa TPaHCPOpMupalla KOMy-
HUKauus. Bcudxy oTAenHy TBOpOM ca IMYHYU U JBIOOYNHHO IIPEeXXU-
BSHU, @ MIIAAMAT 3a0epCKy BUAVIMO, IIpe3 eV JBIBT I'bT Ha TBOPYe-
CKUA CH TIPOLieC 0 pean3alyaTa Ha a/idyMa ce CTpeMu K'bM HeflOCTH-
JKVMMMA Ufieasl 3a CbBBbPILIEHCTBOTO.

W B ronsama cTemeH e ycIs.

ToBa e My31Ka, KOATO MOJKe Jia e CIyIa C yLOBOJICTBHE 1 YIIOBA-
HIe Ollle BeJH'DX, U Ollle BeH'DX, U TaK, U TaK.

B enHO cBOe MHTepBIO 10 Jazz FM aBTOp®T ciopens ,,2Kenanuemo
HAa 6CeKU MY3UKAHM € 04 20HU CoEBPUIEHCINBOMO, KOeMmo e Hed0CUNMCU-
Mmo. MHozo uscmpadax masu my3uxa. Ts mu e meuma omoasna.“

5 Hacmapara oT X1BOTa, M3II'B/IHEH C POMaHTUKa: ¢ andyma ,/I31moBen Ha efuH
cun®, AHren 3abepcky cObABa MedyTa M HU [jaBa K/IIOY 3a BPAaTUTE CBM CBAT,
KOWTO ¢ papocT fa oburasame https://jazzfm.bg/nova-muzika/nasladata-ot-
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[Tak B TOBa MHTepBIO 3abepcKy KOMEHTMpA PajjocTTa M YHO-
BOJICTBMETO OT paboTata CbC CBOMUTe Konern: ,,OmHoso com 06epadeH
om Haii-0obpume cu NPuAMent, CoMUMAEHUUY, Mon Mmy3ukanmu.“ A
eKNUIIBT € HaMCTMHA M3K/IIUNTeNneH. B cTyAnitHNTe 3ammcy ydacTBaT
U3sBeHUTE GBATAPCKU Kas MysukauTu Muxann Vlocudos — Tpommer
u ¢rrorenxopH, AHren 3abepcky TpHoO, KOETO, OCBEH aBTOpA, BKJIIOY-
Ba 1 Bopuc Tacnes — 6ac u CrosiH STHKY/IOB — yiapHM, eHa U3YMUTEN-
Ha 6Opac cekius ¢ yqactrero Ha Jumutpp Croes, Bemncnas CTosiHOB
u Kpacumup KoctaguHoB, a roCcT-cOMMCTU B HAKOMKO OT TBOPOUTE ca
cakcoouncTst Jumutsp JIponeB u kaBanmxusta Hepgsiko Hensin-
koB. CTPYHHUAT CbCTaB € pbKoBofeH oT Jlrogmui CroiiHeB.

KonueprHata npemuepa Ha ajibyma ce cbCTos B pamkute Ha Ho-
BOTOJJMIIHNS My3uKaeH (ecTnBan B KoHLepTa ,,HoBoropniien gxas
ciopripus“ B 3ana 3 va HIIK Ha 27 mekemBpu 2024, KaKTO U Ha CJefi-
BaluA e, 28 pexkemBpu B Ilnospus, B /lom Ha Kynrypara ,bopuc
Xpuctos®. V1 gBara KoHIlepTa 6sgXa IpeACTaBeHN C Y4acTUeTO Ha Op-
KecTbpa Ha Omnepa I110BUB HOA AMPUTEHTCTBOTO Ha MaecTpo I'purop
[Tanukapos.

An6yMBT CBABp)KA [BaHaJeCeT KOMIIO3UIIUM Cpef KOUTO aB-
TOPCKM TBOpOM Ha AHren 3abepckim, HIKONKO HETOBM apaH)XMMEHTa
IO BEYHU TBOPOM, Cpefl KOUTO OMX OTKPOUT aBTOPCKUS apaH)XMMEHT
1o ,,Xodmanosnu paskasu“ Ha yKak Odenbax, sHamenurara ,,Boga“ Ha
Crosn SIHkynoB-CTyHIXM, B HOB apaH>XMMEHT Ha 3abepcku ¢ ydac-
TUETO Ha HeBepoATHMA KaBanmxua Hepsanko Hepankos. 3a gpyrute
TBOPOM 1ile OCTaBsI YUTaTeNs caM Aa ce Hacnau. llle noBTops oTHOBO,
Ye My3MKara B a7I0yMa e M3SAIIHA ¥ IPUBINYAIA CTyXa Ha CTyIIaTes.
My3uka, U3I'b/IHEHA C BE/IMKOIEITHN TBOPYECKM Maen. TBOpOM, KOUTO
ca IIpeKpaceH jap Ha MaaguAT 3abepcky K'bM lyXa Ha HETOBUTe NIpef-
1. TBOpOU, 3apefieHN ChC CHITHOCT, ChAda U cra!

[TpenoppuBaM ropeio Tasy u3nosexn!

29.7.2026

zhivota-izpalnen-s-romantika-s-albuma-izpoved-na-edin-sin-angel-zaberski-
sbadva-mechta-i-ni-dava-kljuch-za-vratite-sam-svjat-kojto-s-radost-da-
obitavame.html
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3A MOHOIPAQUATA
»B CBETA HA EAEKTPOHHATA MY3UKA
HA CMO AA3APOB" C ABTOP
POCULA BEYEBA

mon. i-p Maprapura Kpbcresa-CroitueBcka

HoB 6brrapcky yHUBEPCUTET U JelapTaMeHT ,Mysuka“ B mapT-
HbOPcTBO ¢ lleHTBp 3a KHMrara Ha HBY nepmonuyHo npepncraBAT Ha-
YYHNUTE U apT-U3JAHUA Ha CBOUTE NPEIofiaBaTe/y, Cpef KOUTO MOHO-
rpaduu, HOTHY COOpHUIY U [pyTH. HacT OT CbBMECTHNUTE MHULIMATUBYU
Ha [IpefiCTaBsIHM M3JaHNs e MOHorpadusTa Ha Pocuna bevesa ,,B cBeta
Ha eJleKTpoHHaTa Mysuka Ha Cumo Jlazapos” (VIspanme Ha HoB 6b1-
rapckm yHusepcuter, 2018, 472 c. ISBN: 978-619-233-011-8. Pegakrop:
upod. a-p Munena Illyurynosa. Peniensentu: mpod. EnncaBera Bomun-
HoBa-YeH70Ba, A.H. 1 gow. Ag-p leopru ApHayzos. IIpeBon u pefakiusa
(cpabpKaHMe U pe3roMe Ha aHITIMIICKK e31K) Ha mpod. i-p Bopuc Hait-
MYIIVH).

ABTOpPBT Ha nscnefBaHeTo Pocuna beueBa e HOLEHT U JOKTOP B
filemapTaMeHT ,,Mysuka’. T4 e npenogasaTesn ¢ 'bITOTOANIIHA NIEJAro-
rndecka gertHoct B HoB Obnrapckn yuusepcutet (ot 2000 1o Hacros-
A MoMeHT). Cb3fiaTesl M Ha HayYHM NyOIMKanyy B 00/1acTTa Ha MY-
3MKaTHUTE TEXHOJIOTYM, ¥IMa M3JaJleHV aBTOPCKM TPYyHoBe IO Ipobiie-
MI Ha €/IeKTPOHHOTO 3BYKOM3B/IMYaHe M MHTepIpeTaunAaTa. Pocuia
bedeBa nMa 3aluTeHa [ucepTalya Ha TeMa , MeTofyKa Ha 00y4eHNeTo
TI0 CMIHTe3aTop , KOATO e I'bpBaTa B bbrapusa MeTonmka 3a e1eKTpoHeH
MHCTPYMEHT.
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Mouorpadusra ,,B cBeta Ha enekTpoHHara Mysuka Ha Cumo Jla-
3apoB“ e mocBeTeHa Ha 70-roguinHus 1o6ueit Ha mpod. o-p Cumo Jla-
3apoB, noveTeH npodecop Ha HoB ObIrapcky yHUBEPCUTET U € ,,ITbp-
BOTO IS/IOCTHO M3C/IeiBaHe, IOCBETEHO Ha [IMOHepa Ha eleKTPOHHATA I
KOMITIOT'bpPHATa My31Ka B bbirapus’.

OCHOBHM aKIEHTM B M3[JAHMETO Ca: NPOC/IefABaHe U AHAIU3N-
paHe Ha MHOroacrekTHara feitHoCT Ha Cumo JlasapoB — cTypuiiHa,
UBI'BTHUTEIICKA, OIY/IAPU3ATOPCKa JEITHOCTY, KOMIIO3UTOPCKO TBOP-
4ecTBO, Mefarornyecka feitHoctT. OOBPHATO e CIeNaTHO BHUMAaHue
Ha HEeTOBUAT neddeoeudecKu KOHYenm — Cb3flaJieHaTa I BbBefieHa Ipe3
1996 B HBY cnenmanusanys “KOMIIOTBPHO My3ULIMpaHe , Bb3IUTaBa-
ma MpoQeCcoHaMNCTH B 00/1aCTTa Ha e/IeKTPOHHATA 1 KOMIIOTbPHATa
Mysuka. V3cienBaHeTo AMCKYTHpa ¥ BB3HUKBAHETO U YTBBPXKHABa-
HeTO Ha eJIeKTPOHHATa My3MKa Y HAc, HAaI/laCUTe U COLMOKYITypHaTa
cpena B bpirapusa. Moxxe fia ce mpueMe, 4e TOBa e elHA KpaTKa 1 cOuTa
MICTOPYS Ha e/IEKTPOHHATA MYy3MKa Y Hac.

Kuurata pasnonara c gse IIpunoxenus. [IppBoTo oT TAX npep-
CTaBsl ,,OCHOBOIIOJIATAI[M KOHLENIuY (BBB BPB3Ka C HOBOCTUTE IIO
OTHOIIIEHMe Ha My3MKa/HaTa KOMIIO3MLIMs M HadMHA Ha paboTa, CBBp-
3aH CbC CH3/IaBAaHETO Ha 3BYINTE) B KOHTEKCTA Ha eJIeKTPOHHATA, KOM-
HIOTBPHATa MY3MKa U €IeKTPOAKYCTMYHATA MY3MKajHa IIPakTMKa
(cTp. 345). BropoTo npuioxeHye MpencTaBs I'bJIeH CIIUCHK C IPON3Be-
feHusiTa Ha Komnosutopa Cumo Jlasapos. VzgaHnero pasmonara u ¢bC
Coappxanne 1 PesioMe Ha aHITIMIICKY €3UK.

CmsTtaM, ye MOHOrpadusTa ¥Ma Ba)kHa PO 3a OBENIOTO pas-
BUTME Ha eJIeKTPOHHATA I KOMIIOThPHA MY3MKa ¥ MY3UKO/IOTUs Y HAC
U B Tasy 4acT Ha Esporma.

Maii 2026

438



https://doi.org/10.33919/YSMDF.26.20.33

KbAE CE PAXXAAT NMOMN3BE3AUTE
HA BbATAPUA?

Muna IenrakoBa, >KypHammucT

[Toxpait MepguiiHaTa IIYMOTEBMILIA OKOJMO OBIATapCcKNUTe IOH U
JiKa3 3Be3[, YOBEK e/Ba /1M CU [aBa SICHA CMETKa, 4e 3aji U3BECTHUTE
UM VIMEHA CTOAT TOAVHU TPYH M YCWINA Ha JleCeTKU MpogeCroHau-
CTH, YMUTO MMEHa PAAKO 1ile yyeTe B edup. A Te BCHIIHOCT Ca XOpara,
KOUTO ,,paXK/AT" O'BIrapCKUTE IO U JI>Ka3 3BE3/.

Ba’kHO e a ro HammIIa, 3aIOTO OT TOAVIHM CIeA U C YHOBOJICT-
BYle IPUCHCTBAM Ha IPOAYKIVM Y KOHIIEPTH Ha eHA OT ,,/IIONIHUTE"
Ha TaKyuBa TajaHTU B HOB O'b/Irapckyt yHUBEpPCUTET — M3BECTHATA 1 He-
yMOpHa BOKajIHa IIpenofjaBaTeNika I7laBeH acucteHT A-p Hemn Mapun-
KOBa. 32 MeH T € )KMBOTO JJOKa3aTe/ICTBO, Ye IIaca M Ta/llaHTa, CAaMM 110
cebe cu, He ca JOCTAaTbYHM 32 M3TPAK/JAHETO Ha eJHA My3VKa/THA Kapy-
epa. OT OrpoMHO 3HaueHNe ca 1 CUIaTa Ha XapaKTepa, OTAaeHOCTTa,
HOCTOSHCTBO U ©KEeJTHEBHO MOJIOKEHNUA TPYH.

Henu MapuHKoBa e BOKaJIeH IIefIaror, Aaj yCIelleH CTapT Ha Jie-
CETKM TIOTI, POK U J[)Ka3 V3I'BIHUTE/IN — Hell0, KOeTO ChC CUTYPHOCT IIje
qyeTe I10-CKOPO OT TSIX, OTKOJIKOTO OT caMaTa Hesl. VI3K/IIounTeeH mpo-
¢decronanuct, obu4yaHa ¥ yBa)kaBaHa OT BB3IMUTAHNUIINTE M KOJIETUTE
CM, MHOTO €HEeprMYHa ¥ B3UCKATeTHA, IIMPOKO CKPOEHa, OT3MBYNMBA I
HeBEepOsITHO 3eMHa.

[Tocnennara MysukaaHa ussBa ,CHEKHO MaTuHe", Ha KOATO IIPH-
CBCTBAX, Oerne Ha 22 AHyapu 2026 B 3ama ,,Mumryo JleBues” Ha Hos 6b71-
rapcky yHuBepcuterT. CTyIeHTM M YYEHMIM OT HEJHUTEe K/IacoBe II0
non u mxa3 neeie 8 HBY n HMVY ,,Jlro6omup IInnkos“ npencrasuxa
BIIEYAT/IABAIIO MY3UIVIPAHE.
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[TppBM Ha ClLieHaTa M3/A30Xa YYEHUIUTE OT MY3UKATHOTO y4u-
JINIIE C U3ITBTHEHM ST Ha O'B/ITApCKU M OPUTAHCKY TIOTL B AKOMITAHMMEHT
Ha MaprtyH MapkoB. BbB Bb3XofAlla rpajanys I'i1 MOCHenBaxa CTy-
[IeHTITe C KaBbpyU Ha XUTOBe B O1yc, coyr, non n RnB. Karo nupnano
OTKJIOHEHUe IIPO3ByYaxa I JKa3 CTAaHJAPTU C MHTEPECHU UMIIPOBU3a-
IUY B aKOMITaHUMeHT Ha [Jumutbp Topuakos. KoHepTsT 3aBBpIN ¢
aBTOpCKara neceH Ha Mapusa-Marganena I[Tanariorosa ,,UMS®

OT BCMYKO, KOETO 4yX, CbM ybefieHa, ye ChbBpeMeHHaTa MY3U-
Ka/IHa CI[eHa MMa O'bjiellle, M3II'bTHEHO C TA/JAHT, EHEPTUsI M APTUCTU Y-
Ha CMeJIOCT, TOJIKOBA MPKCBIIM HA MIAZOCTTa. YacT OT M3II'bIHEHNUS-
Ta BIIEYAT/ISIBAXA C OPUTMHATHY aPAHXKMMEHTY Y BOKAJTHO TBOPYECKO
pasrpblaHe. MiafuTe meBuy rpabBaxa Imy6amKaTa ¢ HEIOCPEACTBe-
HOCT ¥ aBTEHTUMYHOCT KaKBUTO IIOKa3BaT ¥ CBETOBHOM3BECTHUTE UM
VIJJONV OT LISAJI CBAT.

B mperbrnkaHara 3aja Ipo3By4axa BeIMKOJIEIIHM MHTEpIIpeTa-
uyu Ha Me and mr Jones na Eitmu Yaituxayc, ,,O6muam e Ha Kprctnna
Hlonuesa, ,,Bucoxo“ Ha ®CB, Simply Beautiful Ha [I>xenudsp XbACHH,
I Put A Spell On You na Huna Cumon, Hometown Glory na Anen, Who
You Are na [Ixxecn JIxeit, Dirty Diana Ha Maiikbn JIKeKCBH ¥ MHOTO
APYTH.

Yyx racoBe ¢ MOJIEPHO 3BydeHe U JoOpa BOKaTHa TeXHMKa. Mita-
[UTe apTUCTU M3TbUBaxa MCKPEHOCT M yBIMYaXa C YMEHUETO CU Ja
IpeAu3BUKBAT My6nMKaTa. A Ts Liefpo ' Bb3HATPak/jaBallle ¢ aIio-
IVICMEHTH.

3a MeH obaue eHO OT Hall-Ba)KHNUTE HeIla e, Ye MeXKAY BCUYKM
TSX MIMallle 9YBCTBOTO 3a KOJIEKTUB ¥ eKuIHa pabora. ToBa bette Buu-
Mo OT peakuuure 1 Ha Henu MapuHKoOBa, KOATO IUCKPETHO 'l HACHP-
JaBaiie ¥ MoTuBupaiie. Hsmalie u ciiefia oT itlepapXMIHOCT B OTHOIIIE-
HysATa uM. OOpaTHOTO — MMallle JoBepue U 0OM.

3a nopepien pT A-p Hemu MapuHKoBa 1 HeilHUTE CTYJEHTU U
ydYeHMIM II0Ka3axa BICOKO HYBO Ha My3MIMpaHe U 3aB/lajsBalla, He-
HOJIIpaBeHa eMOILIVIOHATHOCT. KOHIIEPTBT ¢ HeIPeTEeHIMO3HO 3ar/iaBye
Ce IpeBbPHA B IPAa3HMK Ha CETUBATA.
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ABBA FOREVER

npod. i-p Munena llymynosa-IlaBrosa

IIpoext ABBA Forever e pe3ynTar OT yCIEUTHOTO ChTPYAHIYECT-
Bo Ha HoB 6brapcku yHuBepceuret 1 JlyxoB opkecTbp KbM JIBoper; Ha
KynaTypata B rpap [lepunk nox gypureHTcTBOTO Ha A-p Tpudon Tpu-
¢oHOB. B pamkuTe Ha mpoekTa mpe3 Mait 2026 6s1Xxa peann3upaHu ABa
KOHIIEPTa C Y4acTMETO Ha CTY€HTM OT IporpaMuTe o Mysuka B HBY.
Ha 16 mait 2026 B ronemus canoH Ha [IBopell Ha KynTypara B [lepHuk
u Ha 28 mait 2026 B ayguropus 2 Ha 6ubnmmorexa ,,IIpodecop Bozdan
Bozoarnos“ B Hos 6barapckn yuusepcutet B Codus.

[TpoexTsT € mpofb/DKeHNe HA MHOTOTOAVIIHO CHTPYSHINYECTBO C
IIBopena Ha kynrypara B Ilepuuk u ¢ a-p Tpudon TpudoHnos (anmymen
poxropaHT Ha HBY), KoJiTO e mpudnHa 3a Te3u 4yfecHN aKTMBHOCTIL
XymoxxecTBeHaTa 1jiesl Ha IIPOEKTa e IPeACTaBAHEeTO Ha eMOIeMaTIHN
IIeCHM Ha JIeTeHJapHaTa MBefcKa rpyna ABBA upes HOBI apaH)KMMEH-
T, CIIELIMATHO 32 [YXOB OPKeCTBP, YAAPHU MHCTPYMEHTH, KUTapa, 6ac
U IMaHo. 3af YyAecHN MPOeKT 3acTaHaxa MpenofaBaTe/InTe 10 MOI U
nxas neexe or HBY: noueren npod. n-p Eruen Jlesy, . ac. g-p Henmn
MapuHkoBa, 1. ac. g-p Mnuan Ilapackos, g-p AnekcaHnbp baitues,
AHHa-Mapua Bwvproscka, Iletvp IleTpoB u mokropant liBerenmua
Cnacosa

3a OChIIECTBABAHETO Ha NPOEKTa 3HAYMTE/IeH NPUHOC MMaT He
caMo JVPUTEHTBT U IIpenofasare/uTe IO MOl IeeHe. B Hero yyacrsa
€KUII OT KOJIeTH, KOUTO, MaKap ¥ U3BDH ClieHaTa, JOIPMHECOXa C OCh-
I[eCTBSBAHETO U Ka4eCTBOTO Ha mpopyKuusara. Crerjuaana 6arogap-
HOCT 3acimy>kaBar Ji-p CumeoH CMeoHOB (ITperoaBaTeI 10 aKTbOPCKO
MajICTOPCTBO ¥ MU3AHCIIEH) 3a UJienTe Py MofipendaTa 1 BuyanHaTa
KOHIIeNIMs Ha KoHLepTute, Anmve baiipakrap (cekperap Ha jemapra-
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MEHT ,, My3uka“) 3a akTBHaTa peKaMHa JeiiHoCT, AHToaHeTa Kpbcre-
Ba (cTyzeHT B 4-T11 Kypc B BII ,,My3nka“) 3a cb37laBaHeTO Ha peK/IaMHO
BIJIEO, KAKTO U Ha I ac. A-p Vinman Ilapackos, KOITO OTHeNn BpeMe
" eHeprus fia npesosnu ¢ 6yca Ha HBY crypmenTute 3a penernnusara u
KoHIepTa o [TepHUK 1 06paTHO.

BaykHa 4acT OT e[juH KOHIEPT C IIOII My3JKa € 03By4aBaHETO, pa-
6oTaTa Ha TOHpexycbopure. IIpyn peanmsanyaATa M peneTULUUTE HA
nBata KoHuepra (B Codus u B [IepHUK) OCHOBHA pOJIst MMaxa JOKTO-
panT Anexcanabp CredaHoB (mpernogaBaTes o ToHpexucypa B HBY)
u crygertute Bukropusa Credanosa, Jumnursp CranueB u CraHKUCIaB
ITerxoB. KM exuna B Codus ce BK/IIOYMXa U OlIle CTYAEHTYU-TOHPEXMN-
cbopy. Beuuku ce cripaBuxa HOCTOMHO B TPyAiHATa 3ajada. MynTume-
ANTHOTO 0pOpPMsIHE 3a KOHL[EPTUTE CHIIO Oe [ie/Io Ha CTyJeHTKaTa OT
HBY Ekatepnna Kupuesa. Xopeorpadusara 6e cb3maseHa 1 U3I'bIHe-
Ha ot JlapuHa llenkosa ot HBY, kakTo 1 or Mupocnasa Muxaiinosa u
Haps [opOyHOBa, OT pMATE/ICKA TAHI[OBA IIKOJIA.

B nBata KoHIepTa B3exa y4dacTue o61o 45 crygentu ot Hos 651
rapcku yHusepcuTeT. OCBeH BOKa/JIHUTE U3IIBTHUTENN Ha XUTOBUTE
necHy Ha ABDBA, B mpoekTa 64Xa aHTa)XMpaHU U peANlia NHCTPYMeH-
Ta/mucTy (4act ot opkectbpa): Ennna Kpemen (¢reitta) ¢ mpemnopaBaresn
SBop Xenes, Ilerko IuMutpos (yrTpoMOOH) ¢ IpemofaBaresn JOK-
topaHT Cranucnas [loyekancku, Anexcannbp [eoprues u YeHn XbsH -
CTYJeHTU 110 YAApHU MHCTPpyMeHTH ¢ npernopaBaren Credan [opaHos,
Anroanera Kpbcresa (mnano) ¢ npenogasaten npod. g-p Muena Ily-
mynoBa-IlaBnosa u gou. n-p Anren 3abepcky, Xpucrusna Croiikosa
(mmano), ZoKTOpaHT U MpenopaBaten B HBY.

B opkecTpoBuA CbhCTaB yyacTBaxa oOlle I ac. -p AHa JInH4eBa
(npennogasatenn 8 HBY n IIporpameH gupexTop B AenapTaMeHT ,Mysu-
Ka“) KkaTo muaHucT u Pajocmas Murnes (6ac kuTapa) — XOHOPYBaH IIpe-
nopasaten B HBY. TocT-MysukaHT B opkecTbpa 6e u Bragummp Croii-
4eB (e/leKTpyyecKa kurapa) — crygeHT or HMA. Ocobena 3acimyra nma
I7L. ac. i-p AHa JIuH4eBa, KOATO € ABUTaTell Ha IIA7I0TO a[MUHUCTpUPA-
He J1 JIOTYICTMKA Ha NPOEKTa, KaKTO U IIPMYNHA 32 OCUT'ypsIBaHe Ha He-
roBoto ¢uHaHcupaHe. OcBeH ToBa A-p /IMHYeBa 6€ OCHOBEH NMMAHNCT
B opkecTbpa. Vimaiiku npensup ctuna Ha ABBA u ponATa Ha IMaHOTO
B XUTOBETE MM, TS IpOoQeCcOHATHO M3II'bIHN po/ATa Ha benn AHpep-
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IIOH OT ChCTaBA.

ToBa e TpeTy TeMaTH4eH MPOEKT Ha CTyAeHTH oT HoB 6birapckn
yHusepcutet ¢ JlyxoB opkectTbp IlepHMK, B KOWTO ce ThpCH IO-pas-
JMYHA VHBEHIA Ha MIJMPOKO MONY/IspHA M3II'bIHABaHA My3ukKa. [Ipes
ce30H 2024-2025 6e peannsupaH NpOeKTsT ,,AreHT 007 — ¢ My3uKa oT
¢dunmure 3a [Ixeitmc boun. A B HoemBpu 2025 6e peanusupaH KOHLEPT
¢ yuactue Ha crygeHTy oT HBY, oTHOBO ¢ momynsapHa ¢puimoBa Mysn-
Ka, Karo yacT oT HoemBpuiicku mysukanau gHu Ha rp. Ilepauk. Hos
OBIrapcKy YHUBEPCUTET TPAAULIVIOHHO € KaHeH JIa Y4acTBa B KY/ITyp-
HY IIpOsIBM Ha [IBOpella Ha KY/ITypaTa B Ipajja C My3MKa/IHN U3II'bIHE-
HUA, USTIOKOM M IPYTY aKTVBHOCTY Ha MJIaiVl TaJTAHTIL.

B cbcraBa Ha [lyxoBusa opkecTbp Ha IlepHMK, JUPUTEHTHT O-p
Tpudonos Bxmoun konernte Menuca Paudosa (dreiita), IlBetan Ou-
munoB (yEapHU MHCTpyMeHTHN), AHren Amocronos (kmapuHet), HuH-
ko JlumoB (kmapuuet), Bennu CroityeB (BangxopHa), EMun IlBeTaHOB
(BanpxopHa), IIBeromup ITaynos (rpommner), ViBan Kupuios (tpommer),
Anton Iletpos (tpommert), /Tro6en IletkoB (tryrrpom6on), Banepu Jlto-
6enoB (nyrrpom6bon), Credan Credanos (nyrrpom6on) u bpanumup
Hukndopos (krapuner).

B mporpamara Ha ABaTa KOHI|epTa IpO3BydYaxa eMOIeMaTUIHU
IleCHU OT penieproapa Ha ABBA, mpefcTaBeHM B HOBU apaHXMMEHTH.
Copbutnero ce peammsupa ¢ puHaHCOBaTa mopkpena Ha CTy[eHTCKU
cbBeT U QOHL ,,YueOHy nporpamu’ kM OBO Ha HBY. ITy6nukara nma-
e Bb3MOXKHOCT JIa Uye eflHU OT Hail-TIONMy/LIPHNATE XUTOBE Ha LIBe-
ckara popmanys.

He nampasHo ce ka3Ba, ye ABBA u VOLVO ca Haii-ronemMute
weedcku KoHuepHu... Ilon rpymara ABBA cbc cBomrte 370 MuimmoHa
npopjazieHn anbyMa ce HapeXXJiaT Ha BTOpo MsAcTo B EBpomna cren buii-
M®7C Y1 HA YETBBPTO MACTO B CBeTa cnef butimaesc, Maiikbn [J>KeKCbH 1
Ensuc IIpecim. Arnera, bropn, benn n Aun-®pup (ABBA) BuHary e
ObiaT XUT U MYy3MKaTa UM ILie 3By4YM 3a XOpaTa ¥ B TEXHUTE ChpIa — C
HEBEPOATHUTE MENOAVMYHY TVHNIY, C TAHIIYBaJTHOCTTA 11, C UHTE€PECHU-
Te TEKCTOBE, C OIITMMM3Ma U eHepruATa, KOATO IIpefaBaT Ha CBOATA ay-
auTopus. Mysukara UM e OTpa)keHIe Ha Hall-Xy0aBuUTe TOAVIHM OT IIOI
KynTypaTa Ha XX-11 Bek.

443



MJIAL HAYYEH OOPYM 3A MY3VKA ¥ TAHILI, 6poii 20. Hayunu peyensuu

IlTe npepcTaBs mecHUTe, KOUTO 0siXa M3II'BTHEHM Ha KOHLIEPTU-
Te 110 TOfVHaTa Ha TAXHOTO Ch3flaBaHe U OpPTaHM3VPAHM, CIIOPEN aH-
caM6/1Te OT M3I'B/IHUTENN B KOHLIEPTUTE, He KaKTO 0sXa M3II'bIHEHN
B IIPOTpaMNTe, 3aIIOTO T€ MMaxa pa3/iMyeH pefi Ha JBaTa KOHLEPTa.
ITo-BaxHOTO B ciTy4as e KOI CTOM 3a] Te3U U3II'bIHEHM — KaTO IIpeIo-
TaBaTe/Iy U Hali-Beve KaTO U3IIbIHUTEIN.

EnHO OT Hall-Tpy#mHMTe Hellja IIpM M3ITbJIHEHNe Ha XNUTOBETe Ha
ABBA e He caM0O HEOOXOMVMOCTTA OT CMJIHM BOKA/JIHM KadyecTBa, HO U
aHcaM0/10BaTa 3ByYHOCT Ha OeKBOKa/IuTe U conmara. BbB BCUYKY Te-
XHI [IECHM BOJeIa e aHCaMO/IOBOCTTa, Thil Karto 1 yeTupumara ABBA
V3ITBTHUTENN TIEAT 3aeHO U TO B CTIOKHU XapMOHUM. B TexHuUTE mMap-
TUTYPH € BBIUTbTE€HA XOpa/IHATA 3ByYHOCT Ha €[IHOBPEMEHHOTO IIeeHe.
IIpes BpeMeTO Ha IOATOTOBKA Ha MECHMUTE YeCTO CIMPAX 110 KOPUAO-
pute Ha HBY, 3a ma mocmymam ¢ yZoBOICTBME TIpefl HAKOSA Bpara Ha
HOII-KabuHeT aHCaMOJIOBNUTe M3IIBIHEHUA Ha CTyHeHTuTe. PajBax ce,
KOTaTo Te IpaBeXa YyjecHa CIATOCT U 3aeJHOCT B eMOIMATA, 3aI[0TO
TOBa € I'bpPBaTa CT'hIIKA OT CTIOKHOTO M3II'b/IHEeHNE Ha ABBA.

IlecHuTe, KOUTO C TONMAMA PAJJOCT CAYLIA ayAUTOPUATA K C MHOTO
AIIOAVICMEHTH MTOCPeIHa ¥ M3IIPaTy BCeKy U3ITbaHuTeN B [lepHuk n B
Codms, 6s1xa cegumTe:

AncaM6b1bT OT 8 Mmagu neBuy bosna Bbiuesa, Becenun Tac-
Kanos, JIunana [Iumnisanosa, Mas I'odeBa, Mapusa [Jankosa, Mapusa
Xpucrosa, ITonmuna ITyenaposa u Slcun BenmaHcyp 6e HOATOTBEH OT
€KUII IIpenofaBaTenu: . ac. g-p Mnman Ilapackos, gokropaHT LiBeTe-
nmuHa CriacoBa — OCHOBHA IIPMYMHA 32 peany3allATa Ha Te3M 7 XUTOBU
n3nbiHeHn necHy Ha ABBA, u Iletsp IleTpos. Texunure xutose ca:

Honey, Honey (ot anbym Waterloo, 1974). Ha nnaHOTO Ce BKIIIOUM
Antoanera Kpbcresa - crynent B HBY. AnToanera npes 1smoto Bpe-
Me IOfIKpeInsAllle ChbCTaBa Ha OPKeCTbpa C Pas/INyHy 3BYKOBMU JIOII'bIHE-
HIA Ha CMHTE3aTop B II0Be4eTO OT necHute. Honey, Honey e mocnegHu-
AT oUIMAJIeH 3aIMC Ha TPyIIaTa Ha IIBEeJCKY e3MK.

Ilecenta Fernando (ot anbym Arrival, aBcTpanuiicka Bepcus,
1976) 6e peanusupaHa B apaH>xuMeHTa Ha VBaH [leHos. IIbpBoHauas-
HO TIeCEHTA € Ha LIBEICKY 1 € HallMCaHa 3a conoB anbyMm Ha AHu-Dpup
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~Ppupa cama’ (1975). Bnocnencteue bbopH YiBeyc cb3faBa aHIIOE3M-
YeH TEKCT U MeCeHTa € BK/II0YeHa B aBCTpaIniicKaTa Bepcus Ha anbyma
Arrival. ToBa e egHa OT Hall-TBPCEHNUTE UM IIECHU — caMo 3a 1976 nma
IIpofafieHy Haj, 6 MVUIMOHA KOs M € edVH oT 40-Te CUHI'bIA, IpoJa-
neHu B Haf 10 MMUIMOHA KOS MO 1e/TU S CBST.

ITecenta Take a Chance on Me (ot anobym ABBA, The Album,
1977) e HanncaHa u 3anucaHa ot benn n bropu npes 1977. T e ot mbp-
BUTe CUMHI'BIN Ha ABBA, B KoiiTo MeHUIXBpBT UM CTur AHAepcbH
He CBJeliCTBa IIpU Chb3fjaBaHeTo Ha TekcTa. [lecenta I Have a Dream
(anbym Voulez-Vous, 1979) e ot cryamitHute 3anuca Ha ABBA, B Koii-
To 3Byun JleTckms xop Ha MexayHapopgHoTo yumninge B CTOKXOMM.
OcobeHo 6mectsIo ancambbi1a ce cipasu ¢ xuta Ha ABBA Voulez Vous
(ot anbym Voulez-Vous, 1979). Toit 6e OTHOBO B apaH)XMMEHT Ha VIBaH
JeHoB. OcO6€HOTO B IeCeHTa e M3MOI3BaHeTO Ha (PPUIMIICKY /Taf, Xa-
paKTepeH 3a M3TOYHOeBpoIlelickaTa My3uKa. CrefiBaliTe U3II'bIHEHU
Ha okreTa ca necenute Lay All Your Love On Me u Super Trouper (0T
anobym Super Trouper, 1980).

[Tosppasnenus Ha BokanHuTe neparosu (n-p Ilapackos, CracoBa
u ITeTpoB) u Ha crypeHTHTe. [IpeBapuTeTHO G€ ITOMICIEHO 3a BCUYKO:
aHCaMOBIBT OT 8 cTyfeHTH Oe 0OIedeH MMOAXOMAIIO, 3a Ia PEACTABI
mofobaBaliia BU31s Ha CLieHaTa 1 [ja Hi IpeHece BbB BpeMeTo Ha ABBA.
3BydeHeTO M Oe OaraHCHPaHO U YUCTO. Beeku ce mpefcTaBu CbC CBOA
r1acoB TeMOBp U emouys. Ho Haii-Ba)XHOTO Oe, 4e IpenopjaBaTeinTe
uM 0s1Xa MOI/IeTHAIN KOMIUIEKCHO Ha M3II'BIHEHIETO — 1 KaTo IIeeHe,
¥ KaTo CLIEHMYHO JbpXKaHMe, ¥ KaTo aHcaMb/1oBa 3By4HOCT. To31 c'bc-
TaB Beue Ma JOCTATBYHO aKTUBHOCTY M Ca HAIOXKIIN Ce MIO3UKBITHA
apTUCTU B HAKONKO mocTanoBky Ha HBY. IloxxenaBam ome ycrexu Ha
OKTeTa.

Mnapute nsasenn non nesuuy Inana bornosa, Mapua-Marnma-
neHa IlanaitotToBa, Mapus Mapunosa, Mapusa Kocragunosa, Hukon
Huxonaesa u IIBeTennua AHIOHOBA M3II'bAHNXA ITecenTa SOS (0T an-
6ym ABBA, 1975). 3a tasu neceH J[>koH JIeHbH Ka3Ba, 4e e Hall-Be/-
KaTa HaIlCaHa Iomn-neceH. Ts e Bropus Hay-ronaMm xutT Ha ABBA cref,
Waterloo (c xoiiTo nedyenst koHKypca Esposusus npes 1974). Ctur A=-
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IepPCOH e ChaBTOp Ha IeceHTa. Toit e MeHUI>K'bp U NIPOAYLIeHT Ha beHu
u Broph, xoiito npes 1972 Bkmousa AHM-Opup JIoHTCTaf, a npe3 1976
u Araera OenTCKOr.

CpupmAar aHcaMOB/1 OT 6 Ta/IAHT/IVBY NIEBULY USII'B/IHY Y IIeCEHTa
Chiquitita (anbym Voulez-Vous, 1979) ,duknurura” e OT Hajl-roneMure
xutose Ha ABBA. Ilpe3 1979 neceHTa e BK/II0YeHa B KOHIIEPT ,,My3uka
Ha YHUIIE®” u ABBA mapsiBaT MONOBMHATa OT BCUYKU IIPUXOIYU OT
aBTOPCKM IIPaBa Ha OPraHM3aLMATA, 32 /Ia OCUTYPsIBa CIIEIIHA IIOMOIL,
XpaHa U 3[paBHY TPYDKM Ha Jielfa. ,}dMKUTNUTa” 3acTaBa Ha II'bPBO MACTO
B KJIacalluyuTe B rojiAMaTa 4acT Ha 3amajgHa EBpoma, Hosa 3emanpus,
Mexkcuko, I0xna Adpuxka. IIpes 2014 unenosete Ha ABBA ce cropasy-
MABAT Jla yBenu4ar fapeHuero cu Ha 100% u xpM 2021 TO BB3IM3a HA
IOYTY 5 MUJIMOHA JJO/Iapa.

BokanmHaTa mMOATOTOBKA Ha aHCAMOB/IAa ¥ MHTEpIpeTalyATa Ha
CEKCTeTa € Ha IpelofiaBaTe/id UM IO IIOI IeeHe IN. ac. A-p Henn Ma-
puHKOBa. EXMITBT CTyfleHTM OT Kjaca Ha A-p MapuHKOBa ce IpaBu
6rectso. AHCaM6/I0BOTO UM IleeHe Oe BIeYaTaaBalio U equHHo. Bo-
Ka/IHUTe UM TapTuy 6sxa oTkposBauy ce. [Tosgpapnenns u Ha Mia-
AMTe IOl IIeBIIY U Ha IIperofaBare/a MM. TeXHuTe IIeCHM ce OTKpOsiBa-
Xa B KOHIlepTa U IpeB3exa nybnukara. [[-p Henn MapunkoBa BrHaru
JI0OKa3Ba CBOsATA Ieflarormyecka paboTa M KauecTBEHO MOJIIOMAara us-
pacTBaHeTO Ha M/IafiXTe IIOII APTUCTY Ha CLieHaTa.

IleBunte Anuna CotupoBsa, AHTOaHeTa AHrenosa, lanunHa fdne-
Ba, Mupa Ilonosa, Hukon-Haomu [ledesa, Hukon Ilonosa, ITnamena
Ilerposa, Tepsen ViBanos n ®anu VBaHoBa ca 4acT OT Kaca Ha IO-
vyetHus npodecop a-p Eruen JleBu. BokanHMAT HOHET OT CTYJeHTU B
HBY ce cvcrou ot n3siBenu maaau nesiju. Ha nuanoTto 6e Xpucrnana
CrTOJiKOBa, KOATO B IIOCTIEAHNUTE HAKOIKO TOAVHIY € OCHOBEH IIO0II Kope-
netutop u akomnanATop B HBY B kacosere 1o mom neeHe Ha npodg.
Ernen JleBn.

AHcaMb6DB1BT, cbBMecTHO ¢ Hukoma BajeHTHMHOB — Y4EHUK OT
[Tepuuk, nsnbnuu necenra Dancing Queen (ot anbym Arrival, 1976).
ITpo¢. Ernen JleBu e cbyMsi1 B KpaTbK CPOK Ja BK/IIOYM YCIEIIHO 1
MIaguAT U3IbaHUTeN. [lecenTa e enuHcTBeHMA XUT HoMep 1 Ha ABBA
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B CAIll n nmo6muma neceH Ha Kpamuna Enusaber. Ts e mbpBOTO X1MBO
usmrbinHeHue (18 onu 1976) B Kpanckara miBeficka ornepa Ha KOHLIEPT IO
noBog cBar6ara Ha Kpan Kapn XVI-tn u Cunsust Comeprar. [Tpes 1993,
B uecT Ha 50-rogyuiHnHaTa Ha Kpamnna Cunsust, Aan-Ppup e momore-
Ha OTHOBO JIa V3IIee ITIeCEeHTa VI TA IPaBM AKaIleJTHa BePCHs, KOATO U3-
II'b/IHABA Ha KOHIIepT 0THOBO B Kpasickara onepa.

AncamM6b1bT Ha 1pod. JleBu msnvnHu u necenra The Winner
Takes It All (ot anbym Super Trouper, 1980).

Exuner miagu meBuu ot knaca Ha mpod. JleBu ce cripaBu 6rec-
Ts10. BpaBo 3a cisiTHTe aHCaMO/IM, 32 00/IEKTIOTO, 32 IPUCHCTBUETO Ha
cueHaTa. Hail-Ba>kHOTO e, 4e BCEKM efjVIH MIMAIIIe YacT OT TeKCT (KyTIeT)
U TI0OKa3a CBOMTE BOKATHY Bb3MOXHOCTH) B Pas3NN4HM XUTOBe Ha ABBA.
AHcam6muTe 651Xa 4y/IeCHO HOII'bIHEHNE K'bM COJIaTa.

I'eprana Hauesa, Mnunka Ilerposa, Moauna Haiigenona, IOnnsa
Mapunosa 1 FOctuna KocroBa mpencraBuxa eMOneMaTHIHNS XUT HA
ABBA Mamma Mia (ot anbym ABBA, 1975), KOilTO IpUBINYA C Xa-
PaKTepHOTO 3By4eHe Ha M3Mon3BaHaTa Mapumba. Komnosuropsr benn
HaMMpa VMHCTPYMEHTa B CTYAMOTO ¥ BeJHAara pelasa jia To 1ob6aByu,
3apajiy XapaKTepHus My 3ByK. A necenta Money, Money, Money (an-
6ym Arrival, 1976) 6e B usnbiHenue Ha Banentnn Huxornos, I'eprana
Hauesa, VMnunka Ilerposa u Mupa Monnosa. IIpennofgasareny Ha Te3u
IBa aHcaMOBIa ca fi-p AnekcaHabp baitueB n AnnHa-Mapus Bppros-
cka. ITosppaB/ieHns 3a CMeNIOCTTA [a HAIPABAT ABe OCOOEHO IMOIY-
napHU necHu Ha ABBA. IlamaTa 3asa meellle 3aeJHO C M3II'bTHUTEIUTE.
Hait-Ba>kHOTO 6e, 4e caMmTe M3II'BIHUTENN Ce YYBCTBaXa KOM(OPTHO
Ha ClLIeHaTa ¥ M3NMTBAXa y[OBOJCTBME Ja MeAT. Miafiute 1 TalnaHTIN-
BM BOKaJIHM npenopaBaTeny oT HBY pgoctoliHo 3asABABaT, 4e MoraT fa
IPOAB/DKAT AE/IOTO Ha [JoalieHNTe IO IIOII IleeHe B YHUBEPCUTETa.

Ocsen nHa VIBaH [leHOB, apaH)XMMeHTU Ha necHuTe Ha ABBA:
Honey, Honey, Take a Chance on Me, Have a Dream, Lay All Your
Love On Me, Super Trouper, SOS, Chiquitita, Dancing Queen, The
Winner Takes It All, Mamma Mia, Money, Money, Money ca Ha [-p
Tpudon Tpudonos.
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Hapuuar Bennt AHJEpUIOH ,MY3MKaTHUAT apXUTEKT MU ,MY3U-
KaJTHUAT MO3bK Ha ABBA. Be3 ma Tbpcu cBeT/IMHATA Ha IIPOXXEKTOPH-
Te, TOV Ch3aBa ¥ 0(pOPMs YaCT OT MY3UKa/IHNA BKYC Ha LISII0 €HO I10-
KOJIeHNe U ocTaBa B ucTopusTa. lllecT roguiren nmonyyasa akopieoH, a
Ha 10 roguHu Bede uMa maHo. CaM ce yuu Jja CBUPU KaTo M3y4aBa My-
3MKaJIHA TeOpUA U MIBEACKNUTE MysuKanHy Tpaguuym. Ha 18 roguuum ce
HnpUCcbhbeUHsABa KbM rpynarta Hep Stars, Hapudana ot mepunre ,,I1IBen-
ckus buittwic”. [pes 1966 benn ce 3anosHaBa ¢ bbopH YiBeyc — koM-
HIO3MTOP, BOKAIUCT U KUTAPUCT, Torasa wieH Ha Hootenanny Singers —
mBecKa (OJK-NON Ipyla, efHa OT HAail-NOIYIAPHUTE B CTpaHATa.
BpopH y4acTBa B CB3[JaBaHETO Ha MY3MKaTa, HO U Ha TEKCTOBETE Ha
ABBA. O610TO MeXy ABaMara € CTPacT KbM XapMOHMATA, MHTepec-
HIs apaH>KMMEHT M MY3MKaJIHUA JeTaiil. B cbaBTOPCTBO Te eKclepu-
MeHTHUpaT c¢be ctunosete. IIpe3 1969 benu ce 3anosnasa ¢ AHu-Opup
JIronrcrag, a bropr ¢ ArHera ®enTCKyr, KOUTO Bede ca yTBBPHEHMU
mBescky 1o nesuuy. OPopMAT ce B pOMaHTUYHY JBOVIKY U IIpe3
1970 B mecenrta Hej Gamle Man y4acTBaT BCUYKM YIeHOBE Ha O'beIIV-
Te ABBA. Ilpe3 1970 gBamara opraHmsmpar 1oy kabape 3aegHo ¢ Ar-
HeTa @entckor 1 AHn-Ppup JIronrcrap. Ipes 1971 benn u bropH cra-
BaT IJAaTHY NPOAYILIEHTN KbM KoMmaHusTta Polar Music Ha mpopyLeHTa
Crur AHxpepcos. Cnep pasnasaHero Ha ABBA bbopH npopbikasa fja
pabotu ¢ bernn. CpaBTop e Ha necHute B ,OpkecTbpa Ha benn Anpep-
con”. ArHeta QenTCKOr € eiBa 6 TOAVIIHA, KOTaTO HAIVCBA II'bpPBaTa CU
meceH - ,,JIBa MasIKy Tposia”, a Ha 16 rogyHY 3aII04Ba f1a Iee B JIEHC TPy-
nara Bernt Enghardts. Ta ce yTBbpK/jaBa KaTo IIOI NEBUIIA, 3alIMCBa 1
U3JaBa B TOraBalllHaTa 3amajgHa lepMaHus Ha HeMCKU e3uK. JInuHara
ucropus Ha Auu-Opuyp JlroHrcray e 6ensisana ot obparu. Ts e porena
B Hopserns. bama it e HeMcKM BOVHMK, KOJITO C/lef] KaIUTYy/IanyuATa Ha
TepMaHusA e IpUHYJEH fia ce Ipubepe B POAVHATA CY U TaKa He BIDKAA
pak[JaHETO Ha /ibliepA cy. [IbITy TOOVHY Ce CMATA, Ye € 3aTMHA 110
'pTs KbM popyHara. Koraro e Ha 18 Mecena 6aba it 1 Maiika i ce mpe-
MecTBaT B IlIBenus, HO HAKOJIKO Mecella O-K'bCHO MaliKa I yMupa u
®pupa e orrnenana ot 6aba cu. e60THT i1 Ha cueHa e Ha 11 roguHM
Ha 6/1ar0TBOPUTETHO ChOMTYE Ha YepBeHMs KP'BCT. 2 TOAMNHY ITO-K'bCHO
3aroyBa paboTa KaTo HEeII'b/IHO/IETHA BOKAJIVICTKA U B IPOJ'B/KEHVe Ha
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necetnerve paboru ¢ pasnmumuyau rpymu. Jo ABBA ®pupa He e 6una
IEeBMIIA C TOAM YCIIeX, HO BBIIPEK) TOBA € M3BECTHA U YBa)KaBaHa Ha
cuenara. [Ipes 1975, c momMoniTa Ha HEMCKOTO CIIMICAHME 3a ITOI MY3MKa
BRAVO, 11 ycusBa fa ce cBbpie ¢ 6amma cu Andpen Xaase. Cney ABBA
Anu-@pup JIIOHTCTa y49acTBa B MHOXKECTBO MYSMKATHU IIPOEKTU U
MMa 3aIMCH C U3BECTHY aBTOPU M MSII'BIHUTEIN, MEXIY KoUTo [I>KOH
Jlopp ot dwitn IIspren u TpoMnieTHaTa nerenfia Aprypo CaHnoBail.

JJHec BCcMYKM TIpaBa BbpXy necHuTe Ha ABBA ce Oabp)KaT OT
Universal Music Group.

Cmsram e crygeHTute ot HBY ce cipaBuxa 6ectsio B peanu-
3aIyATa Ha TO3M TOJIKOBA CTIOXKeH 1 MalabeH mpoekT. [Tosgpaprenns
Ha npeniogasarenute! brarogapHocTy Ha eknIa 1 0cO6€HO Ha KOJIeTuTe
ot JlyxoB opkecTbp IlepHUK 11 Ha HeroBUs AMPUTEHT U Bofay A-p Tpu-
¢don Tpudonos. [TofobHNM MHUIMATUBY Ca M3K/TIOYUTENTHO LIEHHU 32
crypentute ot HBY.

JlaHo ¥ 3aHampep ja IpaBMM TaKVMBa BBIHYBAIIV M HEBEPOATHN
koHueptu B HBY, konto He camo fma papBaT my6nmKara 1 jja IbIHAT
CaJIOHUTE, HO U Aa KapaT ayAUTOpMATA Jja Tlee C MIAfyTe TATAHTH U Jja
TaHIlyBa C TAX.

2.6.2026
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NHTEPANCUUNAUHAAEH MPOEKT
+TAHU N EAEKTPOHHA MY3UKA"
KATO INMOAE 3A KPOCKYATYPHA
KOMYHUKALNA

npod. a-p Munena Illymynosa-ITanosa

[TpoexT®T ,TaHI] U eleKTpOHHA My3uKa“ craptupa mpes 2023.
ITpes 2026 ropguHa TOJ MMa Beye CBOMUTE IeT YCIIEUTHY IPe/ICTaBAHMA.
PobkoBopgurenute Ha mpoekrta fou. A-p Maprapura Kpbcresa-Croii-
YeBCKa — IOHACTOAIIEM PBKOBOAWTEN Ha fleapTaMeHT ,Mysuka B
HoB 6Bnrapckyt yHUBEPCUTET, C OCHOBHY M3C/IEIOBATENICKY VIHTEPECH
B obmacTTa Ha Obarapcku ¢Gonkmop, Obarapckns GonKIopeH TaHII,
(bONKIOpHY TaHIM Ha HAPOZUTE, €THOCTEPEOTUIN, CPAaBHUTENTHA €T-
HOJIOTWS, KYITyponorus, u jou. g-p Pocuna beyeBa — unnto mscre-
JIOBATEJICKM VIHTEPECH ca B 00/1acTTa Ha KOMIIOTBPHOTO MY3MI[pPaHe,
JUTUTATHA M3KYCTBA M CayHJ AM3ailH, KOMIO3MIUA B OOJacTTa Ha
€IeKTPOHHATa 1 KOMIIIOTbPHATa My3MKa, cdepaTa Ha XyHZOXKeCTBEHa-
Ta IPAaKTUKA ¥ MHTETPMPAHETO HAa MY3MKaTa ¥ HOBUTE KOMIIIOTBPHI
TEeXHOJIOTMM B 00/1aCTTa Ha K/IaBMpPHATA NIelarOrMKa U MHTepIpeTalus,
MY3MKa/THO-T€OPETUYHNTE AUCIUIUINHM, CIOfIe/IAT, Y€ B OCHOBAaTa Ha
TO3Y MHTEPAVICIUIUIVHAPEH ITPOEKT CTOM UJeATa 3a ,,CMHTe3 Ha M3KYC-
TBata . CMOMO3aTa MEX/Iy TaHI M €IeKTPOHHA MY3MKa, B ChbYeTaHue
C MY/ITUMeM, TIPeBPBIIA CIIeHNYHATA U35Ba B ChbBpeMeHeH mbpdop-
MAaHC C IIMPOKa KOMYHMKAI[MOHHA HAaCOYEHOCT, B IUTaTdopMa 3a 13-
rpakjlaHe Ha MOCT MeX/Ty TPAIUIIVIN ¥ ChBPEMEHHOCT.

Y4yacTHUIIM B IPOEKTa ca @IyMHM U CTYHEHTM OT Iporpama
»Mysuka“, MarucTbpcka mporpama ,aHIIOBO M3KYCTBO ¥ TaHIjOBa

450


https://doi.org/10.33919/YSMDF.26.20.35

5. MMWJIEHA IIYIIIY/IOBA-ITAB/IOBA. THTEPIVCLUIT/IMHAJIEH ITIPOEKT ...

¢dopmanus ,,Ipomanka“ — ¢ npenogasaren jou. a-p Mapraputa Kpnbc-
TeBa-CTOI4eBCKa, CTYJIEHT! B CIELMATHOCTH ,,e/IeKTPOHHA M KOMITIO-
TBpPHA MY3UKa , ,TOHpeXXucypa“, ,mysukanen [Ju JIxeit (DJ) u Bugeo
Ixeit-unr” (V])” — ¢ mpenogaBaren pou. g-p Pocuiia bevesa u peguiia
JPYTY KOJIETH.

BbB BpB3Ka ¢ peanmmsanusaTa Ha MPOEKTa ,,[aHIl 1 eleKTPOHHA
My3uKa“ Ha y4acTBAaIMTe CTYAEHTU ca IIOCTABEHM Pas/IMYHI TBOpYe-
CKM 3a/jauyl: CTyJEeHTNUTEe OT MArucTbpcKa Iporpama ,laHIIOBO M3KY-
crBo” u T® , TpomaHka“ MHTEpIpeTHpPAT IPOEKTY HA CTY/IEHTH 1 IIpe-
nofaBaTe/ B 00/IacTTa Ha €IeKTPOHHATA JM KOMIIOTBPHATa MY3MKa
M M3BTOTBST aBTOpPCKa Xopeorpadus, a CTYeHTUTe OT CIIEI[MaTHOCTI
»€TIeKTPOHHA ¥ KOMIIIOTBPHA MY3MKa , ,,TOHPEXNUCYPa“, ,My3UKa/leH
I Oxeit (D]) u Bupeo Ixeit-unr” (V])” nHTepnpeTnpar TaHIOBUTE
MpOeKTH OT 0bmacTTa Ha HoIKIOpHaTa XOpeorpadust Ha CBOUTE KOJIETH
CTYIEHTU U IIPENofiaBaTeIN ¥ Chb3laBaT aBTOPCK 3BYKOBY TBOPOM MM
ayAMOBU3yaJIieH IPOEKT. YYaCTMUEeTO B IPOEKTA I peann3alyusaTa Ha 110-
CTaBeHNTe TBOPYECK 3a/ja4yl Ch3/JaBaT IPEJIOCTABKM 3a M3rPakjaHe-
TO Ha YMEHM 32 TBOPUECKO MIC/IEHe U KPeaTUBHOCT, 32 pasIlypsBaHe
Ha TeXHUA MpodecnoHaneH KP'bro3op.

AKO TIpeicTaBMM KOHIIEPTUTE ,[aHI| M €leKTPOHHA MY3MKa :
Volume I - Volume V (3a Bcsika oT/e/THa TOf{MIHA) B XPOHOIOTMYEH pef
MOJXKe J1a ce fo0re mpeacTaBa 3a MalabuTe U pa3BUTUETO Ha UJESATa U
HelTHATa pean3alius.

[TopBUAT KOHLEPT ,,[aHI] U eneKTpoHHA My3uka (Volume 1) e
peanmmsupan Ha 21.06.2023, 17.00, B 3ama 508, xopnyc 1 Ha HBY. Yuac-
THULYM Ca &IlyMHM M CTYIeHTU OT Iporpama ,Mysuka’, CIelyagTHOCT
»€TIEKTPOHHA 1 KOMITIOTBPHA MY3MKa , MarCThpCKa mporpama ,laH-
10Bo 13kycTBO 1 T® ,Tpomanka® Kpuctuna CaBoBa ¢ aBTOpCKa KOM-
nosuuys ,,Vcropuara Ha Epun” ¢ xopeorpadus Ha Ii1. ac. a-p Mapra-
puta KpbcreBa-Croityecka; LIBeTromup I'poszeB ¢bc coOcTBeHa KOM-
no3uius ,MenonudeH kcunogor” ¢ xopeorpadus Ha VBa Bukroposa
¢ HanMeHoOBaHMe ,,Vmosusn”; Mapta ®on cbc komnosurusra cu “Chill
Pill” n otHOBO ¢ X0Opeorpadus Ha VIBa BukTOpoBa; a aBTOPCKOTO IpO-
usBeneHne ,,Opdeesu HaneBy” Ha fol. A-p Pocuia beuesa e ¢ xopeo-
rpadusa Ha Mapusa CrosgnoBa. Crymentute CrosaH Yepke3os ¢ aBTOp-
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ckara cu kommnosunus “Naroden TECH PROEKT 2” u Auppeit Ilen-
KOB C'bC CBOETO NpOM3BefieHNe ,/3urane” camMo IpefcTaByxa CBOUTE
TBOPOU, 6€3 [1a ca CBbp3aHM C OlpefiesieHa Xopeorpadusi.

Bropust koHuept ,, TaH1 1 enekTporHa Mysuka“ (Volume 2) e pe-
anusupaH Ha 14 gexemspu 2023, 16:00 4., B YHUBEPCUTETCKM TEATHP Ha
HBY B pamxure Ha XXII Mexaynapoznen ¢popym-dectusarn ,,Bcenena-
Ta Ha KOMIIOTbpHaTa My3uka 2023”. To3u KOHIIEPT e IpoJb/KeHNe Ha
CbBMeCTHATa paboTa MeXXAY CTYAEHTH OT CIIEIIVIaTHOCTIATE eJIeKTPOHHA
¥ KOMITIOTBPHA MY3MKa U Xopeorpadus OT JIeTHUs ceMeCTbp (I'bpBU-
AT KoHUepT). YuactHuiute Aupmpeit [lenkos, Kpuctuna Casosa, To-
nop Tpaitues, IIetomup ['po3znes (arfyMHU U CTYEHTH) OTHOBO Ca OT
nporpama ,,Mysuka“ c npenopasareny npod. i-p Cumo Jlasapos u goi.
ni-p Pocuita BeueBa, a cTyfieHTITe OT MarucTbpcKa nporpama ,, TaHIjoBo
uskyctBo u T® ,Tpomanka“ ca ¢ mpenogasaTeny foL. i-p Mapraputa
KpscreBa-CroitueBcka, gou. a-p Tarsina CokomoBa. TeHpgeHUMsITa Ha
MYJITUAVCIAIUIMHAPHOCT Ce 3alasBa 1 MPOJb/DKaBa.

Tpernar xonuepr ,,Tan1 u enexTponHa mysuka (Volume 3) e pea-
nusupaH Ha 04.06.2024, 17:50, 3aima 508, kopmyc 1, cbIIo € y4acTHETO Ha
QTYMHM U CTY[eHTM OT GaKanaBbpcKa Iporpama ,Mysuka“— creru-
QJIHOCTH ,,e/IeKTPOHHA U KOMITIOTbPHA MY3MKa“ C IIPeIIOofiaBaTe/IN: IOL.
ni-p Pocuia Beuesa u mpod. i-p Crmo JIa3apoB u CTYAEHTH OT Criel{ua-
HOCT ,,Xxopeorpadus‘ OT MarucTbpcKa Imporpama ,aHIIOBO U3KYCTBO"
Y yYacTHMLMTE BBB opMalus , pomaHKa“ ¢ mpenopaBaresn f0L. A-p
Maprapura Kpbcrea-CrodeBcka. OpranusaTopy Ipes3 Tasy TOfVHA
Beye ca flenapraMeHTH ,Mysuka“ u ,Tearpp®. TexHuueckoro obesre-
YyaBaHe Ha KOHI[EPTa € OT CTYAEHTU B CIIEL{MaTHOCT ,,TOHPEXNUCYpa“ ¢
npenopasaren poi. A-p Emun Tpaitdes. B koHIlepTa ca mpepcTaBeHN
npousBenenusaTa: Ha Anenus HeityeBa — ,RSTRT RQRD (Extended)“
¢ xopeorpadus Ha Mapus CrosiHoBa; Ha Auppeit [lerkoB u Kpuctmua
CaBoBa C’bC ChaBTOPCKaTa KOMIO3UINS , I CV BCMYKO 32 MEH" € XOpe-
orpacdus Ha 1. ac. i-p Mapraputa KpbcreBa-CroiiueBcka; Ha Becenun
[myimkoB koMnosunmsATa ,Ice“ c xopeorpagus Ha Kcenns bakanosa; Ha
LBetomup I'posmes TBopOaTa ,Electronic Bach“ u va Mapta ®on nu-
ecara ,,Catch the Groove® n nBete ¢ xopeorpadus Ha ViBa Bukroposa;

452



5. MMWJIEHA IIYIIIY/IOBA-ITAB/IOBA. THTEPIVCLUIT/IMHAJIEH ITIPOEKT ...

Ha Kprcrrna CaBoBa KommosunusTa ,Varnaimprovization® ¢ xopeo-
rpadus Ha 11 ac. a-p Maprapura Kpbcrea-CroitueBcka. CTygeHTUTE
Mowmunn Hukomnos ¢ komnosuiusra ,1001 Hour u mponsBeeHeTo Ha
Henuc IlaBpunos ,Donna Mola Vie“ 6s1xa npencTaBeHy caMo KaTo ay-
puonponykTu (6e3 xopeorpadus KbM TAX).

YeTBBPTUAT KOHLEPT ,,TaHI] U efleKTpoHHa My3uka“ (Volume 4)
e peanusupat Ha 13 gexkemspu 2024, 14.30, B 3aa 508, I kopnyc B pam-
kute Ha XXIII MexxayHaponeHn popym-dectnsan ,Bcenenara Ha KoM-
HIOTBpHATa My3uKa 2024, Y4aCTHUIM OTHOBO Ca aTyMHM U CTY[EHTH
oT mporpama ,,Mysuka“, MarucTbpcka Imporpama ,[aHIJOBO M3KYCTBO®
n T® ,Tpomanka“ ¢ mpemopaBaren 1. ac. A-p Mapraputa Kpbcre-
Ba-CTOIT4eBCKa, KAKTO M CBC CTYHEHTY CHELVIATHOCTH ,,e/IeKTPOHHA 1
KOMITIOTBPHA MY3UKa“ U ,TOHPEXUCYpa“ ¢ Ipenopasaten o, a-p Po-
cnija bevesa. TexuHM4ueckoTo obe3redaBaHe € OT CTY/IEHTI B CIlel[uaI-
HOCT ,,TOHpeXXUCypa“ ¢ mpenopasarer ol a-p Emun Tpaitues.

[TocnepHuAT, KOCeTa, METH KOHIEPT OT IPOEKTa ,,[aHIl U eJleK-
TpoHHa My3uka“ (Volume 5) e peanmsupan Ha 19.05.2026, 18.00, 3ama
508, kopryc 1 Ha HBY B pamkure Ha ,IIponeTHn nHu Ha msKycrBara“
Ha yHuBepcutera. CTyfeHTHUTe 110 Xopeorpadusi 1 eIeKTPOHHA My31Ka
IPEeBPBIIAT CLIEHaTa B )KMBO IPOCTPAHCTBO OT CBET/INHA, 3BYK U TaHI].
Y4acTHUIMTE aTyMHH U CTYIAEHTH OT 6aKaaBbpcKa mporpama ,, Mysu-
Ka“, MarncTbpcKa nporpama ,,Tanioso nskycrso‘ u T® , Tpomanka“ c
npenopasaren goi. A-p Mapraputa Kpbcrea-CroitueBcka, U CTyJeH-
TU CIIELMATHOCTH ,,e/IeKTPOHHA ¥ KOMIIIOTBPHA MY3UKA* 1 ,,TOHPEXXU-
cypa“ ¢ mpemnopaBaren joi. g-p Pocuria BedeBa 0THOBO mpejicTaBmxa
CBOMTe TBOPYECKM 3afjauit. B mporpamara 6s1xa mokasauu ,Komurcko
nmn6e” B uanpnHeHne Ha TO ,Tpomanka®; kommnosunusta Ha Kpuctu-
sH Kone “4polymeter 146 pm” ¢ xopeorpadus Ha po1. i-p Mapraputa
KpbcreBa-CroitueBcka; nuecara Ha Bukropus Credanosa ,,[Ipenton” ¢
xopeorpadus Ha Buonera I'morosa; ,,Illonckn TaHn” B USI'BIHEHME Ha
T® ,Tpomanka“ ¢ xopeorpadus Ha gou. KpbcreBa. ABTOpCKUTE IpO-
usBeieHns Ha bopuc Oummmnos “Feast of father figure”, Ha gou. a-p Po-
cuna beuepa ,Hocranrmuno” u va Anenus HeitueBa “Prince of Milk”
0s1Xa IpeficTaBeHM CaMO KaTo ayAMOIIPOEKTIL.
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»TaHI] 1 elleKTPOHHA MY3UKa“ € IIPOEKT C IPOI'b/DKEHIE BbB Bpe-
Meto. OT eHa cTpaHa BBB (GOpPyMa UMAT Bb3MOXKHOCT Jia TIPeCTaBAT
CBOMTE aBTOPCKY 3BYKOBY IIPOAYKTU MJIAJVITE M TA/JIAHT/IUBY CTYJeH-
TU-e/IEKTPOHMINCTY, HO UM TeXHMUTEe KOJeru-xopeorpady M TaHIIbO-
p¥ OTBPBIIAT MOA00ABAIO HA MPERN3BUKATENICTBOTO C [IBIDKEHNE U
TaHLoBa emouys. [ToxBanHa e paborara Ha IpenofaBaTeNINTe-TBOPLY
Maprapura KpbcreBa u Pocuiia beuesa, kouto cbymaABar ga NOALbp-
KaT TPOeKTa Bedye 3 TOAVHY U [ja MHCIOMPUPAT TBOPYECKATa eHEePrys
Ha M/IainTe KOJIETH. ,,TaHIl M e/IeKTPOHHA MY3UKa" € IIPOEKT, KOITO ce
IIpeBbPHA B TPAITHO II0/Ie 32 KPOCKY/ITypHa KOMYHVKALIVSL.

tonu 2026
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ZABERSKI VS YOSSIFOV
HA CLEEHATA HA HAK

npod. a-p Munena Illymynosa-ITaBnosa

Ha 19 mait 2026 roguHa Ha clieHaTa Ha 3aya ,,/lromnep” B HIK -
Codus ce cwvcros BucokokadectBeH IJKA3-KOHLIEPT. OTtHoBO 3a-
€HO CBMPMXA J'BITOTOVUIIHY MAPTHbOPU — BORELIV USII'BIHUTENN U
aptuctu B Boirapus — Anren 3abepckn (mmano), Muxaun Viocudos
(rpommiet n drmrorenxopn), CrosiH ukynos — Crynmxu (ysapuu) u bo-
puc Tacnes (koHTpabac). Crburuero 6e yact ot ,,[IponerHus canox Ha
uskycrBara B HIJK® 3anara 6e mpemrbiHeHa.

Mysukara, KOATO M3II'bIHNXA Te3V HEBEPOATHMU JIKa3-My3MKaH-
i 6e u31AN0 KoMnosupana ot Auren 3abepcku u Muxaun Vocudos.
B koHIIepTa 6s51Xa BKJIIOYeH) Pa3HOOOpasHM [0 HACTPOEHNe MIeCH: ,,Pe-
nyta“, ,IleTbk Beuep“ u Cpemnounu mucin Ha Muxann Vocudos,
Kakto u ,llacrenmnu uBerose, Tpadux®, ,Cromenn ot CrpaHmxa’,
»Frendship“ n ,,Cragka uybpuna“ Ha Auren 3abepcku.
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MJIAL HAYYEH OOPYM 3A MY3VKA ¥ TAHILI, 6poii 20. Hayunu peyensuu

ITnecure Ha 3abepcku ca B ctun 6ubon (Bebop) m MeitHCTpUMM
(Mainstream), a iBe OT TAX ca I10-OPKeCTPOBH, MO-CUMPOHNYIHY, VH-
cnypupaHu ot mnpoekra My ,Cumdonn mxas”. ToBa mopckassa Tex-
HVSIT MHTEH3UTET U HAIIOPUTOCT: XapaKTepUsNUpar ce ¢ Obp3u TeMIa,
CJIOKHYM XapMOHMM M aKIIEHT BBPXY BUPTYO3HaTa MMIIPOBM3AINA,
KOSITO Oe pasIpefieieHa MeXX/y OCHOBHUTE apTUCTY Ha ClieHaTa. Bce-
KI1 OT TAIX HaIlpaBU HEBEPOSITHMU COJA, OCTABANKM IMyOnuKara 6e3 1bx,
JIOKATO ClIefiellie TEXHUTe MY3VUKaTHU Ananosu u texuuwduoct. Ot apy-
ra CTpaHa, MMeCuTe ca efHOBPEMEHHO JOCTBITHM U HOCELI) M3HEHAIa,
KaTo IO TO3J HAaYNMH Ce HapeXXMAAT Cpef; Hall-PasIpOCTpaHEHNTE I 10-
IY/LAPHY CTUIOBM TEHJEHIMM B 00/IaCTTa Ha JKasa 1 OIpefieIeHO 3a-
I'bpyKaT BHMMAaHIETO Ha My6/IMKaTa, IPeBPBIIAKY Ce B YacT OT JPKa3
Ky/ITypHUTe sIB/IeHMs Ha OOI[eCTBOTO HU. 3a0epCKyu e BepeH Ha CBOs
TeMIIepaMeHT I KaTo BUPTYO3eH MIAHNUCT, HO U KaTo KoMIo3utop. He-
rOBUTe TBOPOU ca BefpY, C eHeprideH PUTDM, HO U C KOHTPACTHI Ce-
PUU OT HOCTAITMYHO-0aIagNIHO cBeToycemane. OcoOeHO MpUATHA U
aKTMBHO TOHmM3upama 6e muecata ,I'paduk®. Ta e Tonkosa mpucshiia
Ha ChBPEMEHHIsI HJ Ha4YMH Ha >KMBOT, Y€ eJHOBPEMEHHO Te IpeHacs
Ha y/IMLATa, B 3aIPBCTBAHMATA, C Xa0Ca Ha aBTOMOOVTHOTO HU eXKel-
HeBye. Te3y HACTPOEHMs Ca IPedyIeHy IIpe3 BU3MATA U eMOLMATA Ha
VHTEJIEKTYaTHUs [Ka3 KOMIIO3UTOp 3abepcku. BbB Besika mumeca Toit
ce CTpeMM [ja MOKa)Ke BB3MOXKHOCTHTE Ha M3II'BIHMTENNTE, 63 ToBa
fia 6bie IpeKaeHo ¥ TEeH/eHIM03HO. My3MKanHata My MHBEHIVS e
JIOCTATBYHO SICHA ¥ KOHKPETHA, IaBallja YyBCTBO 32 MOJEPHOCT, HO I
OIIpefie/IeHO TPaAMUIMOHHA, 3a ja O'bfie pa3OpaHa 1 yceTeHa OT rojisivMa
ayAUTOPUSL.

Kommnosuropbr Muxann Mocudo mokassa Mo-pasimyHOTO
NNIle HAa CBOATA MKa3 MHBeHUMA. [Inecure My ca mpuchmuTe 3a Hero-
BUA BUPTYOSUTET U Xapu3Ma, ONTUMUCTUYHA JI>KA30BYM KOMIIO3UIIMN
C TolsIMa J103a VIMIIPOBU3ALUY 1, pa3bypa ce, HEM3MEHHM KMU3HEYT-
BBp)K/IaBall] 3aKa4YIuB eleMeHT. bescrnopHo Tesu mmecn ce 0OCHOBaBaT
Ha MaliCTOPCTBOTO Ha M3bIHUTENA Vocuos, KOMTO BUPTYO3HO cMe-
HsALIe MUHCTPYMEHTUTE U NpyjlaBalle pasjandeH OTTEH'PK Ha KOMIIO3M-
TOpCKaTa ¢y MUCHI. HesaBucumo, 4e MUCIM CBOUTE M3JIOXKEHUS W3-
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6. MMJIEHA ITIYIIIY/IOBA-ITAB/IOBA. ZABERSKI VS YOSSIFOV HA CLIEHATA ...

I'B/THUTENICKY, TOM Jajie JOCTATb4HO BBb3MOXKHOCT 3a COJIOBM M3SABU M
Ha CBONTe KOJIETU OT KBapTeTa.

W Amnren 3abepcku, u Muxanun Vocudos ca OCTaTBIHO TONTe-
PaHTHM BBB BB3MOXXHOCTTA [Ia IIPEACTABAT MAICTOPCTBOTO HA CBOMTE
konnern CrostH STHkynoB u Bopuc Tacnes. CryHpxu 6e, KaKTO BUHATH,
6nectam! Toit cakam naysauie BbpXy MHCTPYMEHTUTE CU, BB (popMa-
Ta, B €MOL[MATA Y CBOETO IIPOYMTaHe Ha BCsIKA Komnosunus. Tacnes 6e
TeXHIYeH, HO ¥ eMOIIIOHasIeH. [Iokada MHOTO CTpaHMU Ha CBOSI MHCTPY-
MeHT. HeroBure My3ukanHyu usKasBaHus 6s1xa efJHOBPeMEHHO IIpeMe-
PEHU U APKI.

I yetwpumara JpKa3 MY3MKaHTM OT IpoekTa ,Zaberski vs
Yossifov” ca gobpe mo3Haty Ha ayauTopusATa B Bbbarapus kakTo ¢ 06-
I[UTe CY U35ABY, TAKa U CbC CBONUTE VHAVMBUJIYa/THY YYaCTUA B Pa3ny-
HU opmary, 0OXBaIaiKy Is/IaTa MHOTONMKOCT Ha IpeU3BUKaTeN-
CTBOTO, HapeyeHO 0xa3-my3ukd. AHCAaMOBI'BT MMa pefulja YCIeIIHN
KOHIIEPTH Y HaC 1 B 4y)KOMHa.

[ToxxenaBaM ycIex 1 3aHampeq Ha aptucTute AHren 3abepcku,
Muxann Viocudos, Crosin SIukynos — Crynmxu u Bopuc Tacrnes!

3.6.2026
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MEXAYHAPOAHW KOHLUEPTW
,ONEATA N EAEKTPOHHA MY3UKA" —
CbBPEMEHEH MOCT MEXAY KYATYPUTE

npod. i-p Munena llymynosa-IlaBrosa

Tpu xamepHM KoHILepTa, poBefieHy B Hos Obirapckn yHUBeEp-
CUTET, B rajiepusa YHuApm, yTBbpayXa MeXX/JyHapOJHUTE KOHTAaKTH Ha
flellapTaMeHT ,, Mys3uka“ 1 TBOpyeckara Komabopanys Mex/ [y KOMIIO3M1-
TOPM, USI'BIHUTEIN M OpraHu3aTopu oT barapus, Mranmua n Kocoso.
IIpenopaBaTenu, JOKTOPAHTM M CTYJEHTU TPU TOLVHU IOApeN Ipef-
CTaBST Pas/IMYHY KOHLIENIMY ¥ CbBPeMeHHY TBOPOY TIpest ayAUTOPH -
Ta Ha YHUBepCUTeTa. VIHMIIMAaTHBa 32 TO3M MOCT MEX/y My3MKa/lTHUTE
Kyntypu e npod. a-p Jlymsa Cenmo. CamaTa T4 € pajieTen ¥ MHCIMpa-
TOp Ha CBBPEMEHHO KOMIIO3UTOPCKO TBOpYeCTBO. IlepdekreH eii-
TUCT-UHTEPIIPETaTOp U ThpPCEH Npenopasaren. IIpusnnya moKTOpaH-
ti-¢nevituctu B HBY, kaHu MeXx/[yHapOfHY USI'BIHUTENN, KOUTO [
CM IAPTHMPAT C Hail-Kobpute ¢reiiToBy Maiictopu ot bnrapus. Beue
YeTVPY FOIVHY € OCHOBEH MHMIIVATOP ¥ OPTaHM3aTOpP ¥ Ha YCIIEIIHNA
MexpynapozeH ¢eiitos KoHkypc Motis HBY B Codust. Heitan ocHOB-
Hu naptHbopu B HoB Obnrapckn yHuBepcuret ca npod. a-p Cumo Jla-
3apoB u fou. A-p Pocuia beyesa. Vimero Ha Cumo JIazapoB u n3BeCTHO
OT TOfIMHMU — KaTO I'bPBMUAT KOMIIO3UTOP ¥ U3II'B/IHUTE Ha €JIeKTPOHHA
U KOMIIIOTHPHA MY3MKa Y HAaC U B Tasyu 4acT Ha EBpoma. Pocuia beuesa
€ Heros /I'bITOrOfjUIIeH IIAPTHbOP Ha ClieHaTa. bedeBa e cepnoseH my-
3MKAHT ¥ IIPENofiaBaTel, KOWTO Npofb/KaBa fenoTo Ha Cumo Jlasapos
y Hac. Ta usnbiHsABa, KOMIO3Kpa, Ipenosasa. HeliHu cTygeHTH 1 10K-
TOPaHTH JOCTOVHO NPefICTaBAT IIOCTVDKEHMATA CU U HaydeHoTo B HBY.
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7. MWIEHA IIYITY/IOBA-IIAB/IOBA. MEXXK/[YHAPO/HVM KOHLIEPT/ ...

He nanpasno npod. Cenno usbpa npod. /Iazapos u por. beuea kaTo
OCHOBEH CBOJIl eKUI-IAPTHbOPY B Dbarapus mpy npencTaBsHeTO Ha
HOBM KOMIIO3MIIVIY C TPYJAHY TEXHONIOTMYHO ITPOM3BEJIeHN A Ha ClieHaTa
y Hac. JTon. Pocuija beueBa e cTaOMTHMAT U IOAKPEIIAI apTHUCT, KOMTO
BUHATY € TOTOB Jja IOIKPEIN MOfIEPHOTO U3KYCTBO. 151 e[[HOBpeMEeHHO
€ M3II'B/IHNUTENI ¥ TEXHOJIOTMYeH OPTaHM3aToOp Ha KOHLIEPTHTE.

I[To-mony npencTaBAM Mo-NOfpOoOHO MHPOPMAIVA 32 TPUTE KOH-
nepral:

KAMEPEH KOHIIEPT B pamkute Ha XXI MexpyHapopeH ¢o-
pyM ¢ectuBan ,,Bcenenara Ha koMIoTbpHaTa Mysuka 2022”), CbCTOS
ce Ha 9 mexemBpnu 2022 (metdK) oT 17:30 u. B [anepns YuuApt HBY. B
HETo y4acTBaxa HoKTopaHTuTe ¢eiitucty: 3aHa Abasu (Zané Abazi),
Veta I'bpuapu (Jeta Gérqari) u Antonenna benaru (Antonella Benatti) —
U TPUTe C IpENofaBaTel I Hay4eH PbKOBOJUTEN B JOKTOPCKATa Ipo-
rpama Ha HBY npod. n-p Jlyusa Cemno (Luisa Sello) ot Mtanmus; mpod.
n-p Cumo Jlazapos - live electronics, mpouecupate (Simo Lazarov) cbc
CBOETO MAJICTOPCTBO B O0/IACTTa HAa €IeKTPOHHNUTE MHCTPYMEHTU U
nppdopmanc; fou. A-p Pocuna Beuesa - live electronics, cayno ousatin
(Rositsa Becheva); n-p Ilonnua AntoHoBa — mnaHo (Polina Antonova).
B konmepra Bse yuyactume m KocoBcku kamepeH ancam6b1 (Kosovo
Ensemble): Pon baxamu — uurynka (Rron Bakalli), Beca Tom — B1o-
na (Vesa Doli), Kantpuna Bepuiia - Buononueno (Kaltrina Berisha),
Bumu Muna - mnano (Bimi Milla). [Tporpamara Ha KOHILIepTa BK/IIOUBa-
1e npousBefeHnsa oT cbBpeMeHHU Kommosutopu: LIBURN JUPOLLI
“Golden Horizons” (flute and electronics), SIMO LAZAROV “Breids”
(flute and piano), RAFET RUDI “Dialogues Perdu” (flute, strings and
tape), MARC DALBAVIE “Elegie” (amplified flute), PIERALBERTO
CATTANEO “Bra vs Bg”, “Duplum” (2 flutes)) BARDH DUBOVCI
“W” (3 amplified flutes), JEAN CLAUDE RISSET “Passage” (flute and
electronics), RAINER BISCHOF “Quadrifoglio” (3 amplified flutes).

1 Or cpobpakeHust 3a aBTEHTUYHOCT 9acT OT MHOpMaLysiTa (IpPOrpaMu 1 us-
II'B/THUTENIN) € U Ha aHITIMIICKY e3UK.
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KOHIEPT ENEKTPOAKYCTUYHA MY3UKA c TBOpOM Ha
6brrapcku kommnosutopu B pamkute Ha XXIII MexpyHaponeH ¢o-
pyM-dectuBan ,,Bcenenara Ha koMmoTbpHaTa Mysuka Cumo Jlazapos
2024 nmpoBeneH Ha 9 mexemBpu 2024, 17:30 u. B Tanepusa YHUApPT Ha
HBY. Yuactaunu ca: npod. a-p Jlynsa Cemno - ¢eitra (Luisa Sello),
npo¢. a-p Cumo Jlasapos - live electronics, sound processing (Simo
Lazarov), o g-p Pocuija Beuesa - live electronics, sound design (Rositsa
Becheva), noir. n-p Ana [Tammynosa — xopeorpadus (Anna Pampulova),
Hona Kpunuesa — mnano (Nona Krincheva), fokropant Erope Muxe-
nany — ¢nerita (Ettore Michelazzi — Flute, Alto flute, Bass flute), cry-
meHTu 1o TaHI;: Mapnna Xapanamb6osa (Marina Haralambova), Muna
Hosaxosa (Milla Novakov). B mporpamara 6s1xa BK/II04eHV CbBpeMeH-
Hute Kommnosuropu: Gheorghi Arnaoudov - Il sentiero degli uccelli
(solo flute); Gheorghi Arnaoudov - Tre saggi danteschi (solo flute, voice
and small percussions): 1. Il carnefice pietoso 2. Incontro in un sogno
3. Il nobile castello’; Albena Petrovic — Sense of Past (flute and piano);
Simo Lazarov - Timbre Fantasies 8 (solo flute and live electronics);
Albena Petrovic - Einsame Seele (flute and microtheatre); Gheorghi
Arnaoudov - ‘Catalogo di favole, venti e altre storie bizzarre’ (flute and
alto flute); Albena Petrovic — Samodivi (flutes and dance). ITosedero ot
Ipou3BeieHIsITa Os1Xa II'bPBY CBETOBHY U3II'BITHEHN .

KOHUEPT na 10 gexemspu 2025, 18:00 u., [anepus YnuApm,
B pamkmre Ha XXIII-tu Mexpaynaponen ¢opym-dectusan ,Bce-
JeHaTa Ha KOMIIOTbpHara Mysuka Cumo Jlazapos 2025 / XXIV
INTERNATIONAL Forum - Festival “Computer Music Space -
Electroacoustic Autumn-Sofia 20257, HoB OBarapckm yHUBEPCUTET,
Codus. Konneprsr e B komabopanus cbc SIMC (The Italian Society for
Contemporary Music) u cpijo cbc AdM (Amici della Musica di Udine
ETS) xynTypHa 1 KOHILiepTHa OpraHusaums oT Yause Vramus, umiito
ycrienieH pbKoBopuTen e mpod. a-p Jlynsa Cenno. Y4acTHUIV B KOH-
[lepTa OTHOBO Ca €KMI OT MEX/[YHapOZHM TBOPLYM U VSII'BTHUTEIN:
npog. Jlynsa Cemno (Luisa Sello) - flute and concept; npod. n-p Cumo
JTasapoB (Simo Lazarov) — live electronics, sound processing; Ilou. a-p
Pocnia Beuena (Rositsa Becheva) — live electronics, sound design; pod.
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7. MWIEHA IIYITY/IOBA-IIAB/IOBA. MEXXK/[YHAPO/HVM KOHLIEPT/ ...

a-p Anna ITammnynosa (Anna Pampoulova) - xopeorpadus; Kpuctnna
Hapan (Cristina Nadal) - Buononuerno, roct usnsinaurern; Camyen IIpo-
BeHuu (Samuele Provenzi) - kutapa, roct nsmbnauten; [eprana Visa-
HoBa (Gergana Ivanova) — ¢reiita; I'eopru Cracos (Georgi Spassov) —
¢rneitta; IBop XKenes (Yavor Zhelev) — dnerita; Mapuna Xapamam6osa
(Marina Haralambova) n Muna HoBakosa (Milla Novakova) crynenTn B
CIIelMaIHoCT ,TaHIoB Tearsbp” B HBY, nemaprament ,,Tearnp®. IIporpa-
MaTa Ha KOHI[epTa BK/IIOYBA IIPOU3BENEHUA OT ChBPEMEHH) UTA/IMAH-
cku xkommnosuropu (‘Italian vision on contemporary music production’):
Maurilio Cacciatore Breve IX for flute and cello **; Francesco Trocchia
Autunno for guitar *; Goftredo Petrassi Dialogo angelico for 2 flutes and
dance ** Georgi Spassov (special guest); Francesco Cuoghi Pannelli sonori
da Giovanna Sandri for electric guitar and tape **; Jacopo Caneva Studio
di osservazione for flute, cello and guitar *; Paola Samoggia Don’t give
up for flute, cello and electronic *; Bruno Maderna Dialodia for 2 flutes
** | Yavor Zhelev (special guest); Massimo Vito Avantaggiato Pulsarion
Phi for guitar and electronic *; Emanuele Stracchi Laus Trinitati for flute,
voice and cello **; Simonetta Sargenti La casa di zucchero for flute, cello,
guitar and electronic *; Andrea Mannucci Organum Quadruplum for
flute, cello and voices **; Pieralberto Cattaneo Duplum/BRA vs BG for
2 flutes and dance / Gergana Ivanova (special guest)?.

Tpute npepcraBenn KoHuepra yrebpxjasar Copusa u HBY xaro
9acT OT MOfepHaTa Mysuka Ha EBpoma n csera. Kommosnuropure (Mra-
nust, KocoBo u bpiarapus), usmbIHUTeINTe OT TPUTE AbP>KABY, BOfe-
muTe uMeHa — Jlynsa Cenno, Cumo Jlasapos u Pocuiia bedesa - gokas-
BaT CBCTOSHNETO Ha MY3VKa/IHaTa KY/ATypa U MepCIeKTUBNUTE 3a O'blie-
1y Komaboparuu. Ycrex HaTaTbK!

26.7.2026

2 *first world performance / cBeToBHa IipemMuepa;
**first Bulgarian performance / 6p1rapcka nemuepa.
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NEW UNIVERSITY TALENT'26
PEAAU3NPA MEYTI

npod. a-p Munena Illymynosa-ITaBnosa

New University Talent (https://talent.nbu.bg/) e xoHKypc 3a HOBa
aBTOpCKa IleceH, cb3aaneH oT Hos Obnrapckn yHuBepcureT mpes 2024.
IIpes 2026 ¢ ronsaM ycIex ce IpoOBefie HETOBOTO TPETO M3faHue. Mu-
cuATa Ha KOHKypca e Jla OTKPUBA, MOJKPeIs X pasBUBa MIAJUTEe My-
3MKa/IHU TajaHTN Ha bobarapua. OcHoBHATa npes e fa ce MPOBOKMpPA
Ch3[jaBaHETO Ha OPUTMHA/IHA My3UKa Ha 6'birapcku e3uk. Ho He e camo
ToBa. IIpeocraBa ce peamHa BB3MOXHOCT 3a MpodecnmoHanmHa pea-
nM3anusA Ha Miagute TanaHTu. KoHKypcbT obeguHsABa 06pa3oBaHue,
TBOPYECTBO U ChbBPEMEHHA MY3MKa/IHa CPefia, KaTo ITOCTaBs YOBEIIKO-
TO aBTOPCTBO M aBTEHTMYHOCTTA B IIEHTbpa Ha My3MKa/IHNA NPOLieC.

KoHKypcbT mopkpens MaagnuTe ObIrapckyt TaTaHTY KaToO OCUTY-
psABa HarpajM C peanHa nmpodecnoHamHa cToitHocT. Cpefy TAX ca 3ac-
HeMaHe Ha MY3MKaJleH BUNECOK/INUII I JUTUTAIHO PAasIPOCTPaHEHNE Ha
HeceHTa IoOeauTesl, Bb3MOXKHOCT 32 3BYKO3aINIC B IPOdeCcHOHaTHO
crypuo Ha HBY, y4actue B 3aK/IouMTe/IeH rajlakKOHLEPT, KAKTO U 13-
JT'bYBaHe Ha IIeCHNUTe Ha puHamicTuTe B epupa Ha paguo N-JOY. Munu-
LVIaTVBaTa MOJKPEILs OPUTMHATHOTO MY3UKaIHO TBOPYECTBO 1 00y de-
HUeTO 1o MysuKa B beinrapus. B koukypca New University Talent morar
[a y9acTBaT aBTOPYU ¥ M3ITBIHUTENN Ha Bb3pacT MeXny 15 u 35 roguHn
C HOBa, HEV3/I'bYBAHA U HEITyO/IMKyBaHa aBTOPCKA IeCeH Ha Ob/IrapcKu
esuK. Jlormycka ce KaHMAATCTBAHE C eMO3aINC, 6e3 OorpaHNYeHNs 3a
>KaHP VIV MY3MKajIeH CTUIL.

Exumsr Ha KOHKypca IpoBefie NOIMTBaHE O MIAaJuTE XOpa B
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8. MMJIEHA HIYIITY/TOBA-TTAB/IOBA. NEW UNIVERSITY TALENT 26 ...

Boarapust mpe3 mekemBpu 20251, Pesynrarure mokasBaT OTYET/IUB
CKENTUIV3BM KbM M3II0/I3BaHETO Ha U3KycTBeH nHTenekT (VIV) B my-
3UKa/IHOTO TBOPYECTBO — CPeIHAaTa OLeHKA 3a IPYEeMaHeTO My e eiBa
38 ot 100, a 82% OT aHKeTMPaHUTE CMATAT, Ye IIeCeH, Ch3JaZieHa C II0-
MomiTa Ha VI, He 6uBa fa meveny MysMUKaeH KOHKYPC, He3aBUCUMO
Ye TIOYTM NO/IOBMHATA OT YYAaCTHUINTE IPU3HABAT, 4e usnonssat VI
KaTo IOMOILleH VMHCTPYMEHT B TBOPYECKMUs IIPOLEC, HO KaTeTOPUIHO
OTXBBP/IAT UJeATA TOM Ia 3aMEeHU YOBEIIKOTO aBTOPCTBO. 3a MIainTe
MY3MKaHTY eMOLMATA, aBTEHTUIHOCTTA U IMIHATA UCTOPUS OCTaBaT B
OCHOBaTa Ha My3MKaTa.

B TpetoTo nsganme Ha KOHKypca 6s1Xa OTIMIeHM CUTHYU aBTOPCKI
necHu. Yyxme Bb3geiicTBaly U3baIHeHNs. [IpycbcTBaXMe Ha MHOTO
eMOIIV, TO/IAMA TOfIKpela OT IyO/IuKara ¥ HeBEepOSATHO HAaCTPOEHIUe.
Taxa Moxxe a 6bje OIpefe/ieHa BedyepTa Ha 3aK/TIOYUTETHUS KOHIEPT
Ha (QMHAINCTUTE OT TPETOTO M3flaHMe Ha KOHKypca New University
Talent na 25 rouu oT 19:00 u. B Joy Station (Co¢us, CrymeHTcku rpan)
K'B/IETO TPAAMI[MOHHO BXOABT e cBoboneH! Crei ocriopBaHa CeeK1us
Mexy 40 aBTOPCKY IeCHM OT IIOII M POK JI0 XMII-XOII, 611yc 1 $onKop,
Xypuro usbpa ¢punanucrure 8 New University Talent’26 — 11 na 6poit
(o asby4en pen): Auppeit ['puropos — ,,Kyn nua®; Bukropus Muxait-
noBa — ,,OtuBaM Ha Mmope®; Tanuna fIneBa — ,CBeTnuHa B CHPLETO';
EBa Bern - ,,Tokcuk®; Erennst Kpunuesa - ,,B ouakBane; VBa I'enoBa —
»Kaprunara; Hukona [Jumos - ,,baraum; Pok rpyna ,,['padput® - ,,IIpo-
msHa B mnaHa; Camynn Kynes - ,IIposan®; Credpanu Crauesa — ,1lle
6bpew i u [lanen Epkun - ,,Bpar®.

ITpe3 2026 ropmHa KOHKYpCHaTa ceneKuysi Oe oBepeHa Ha XXy pu
oT obuyaHKUTe aKafieMuHy MysukaHTy ot HBY: moderen mpod. a-p
Erven JleBu, npo. n-p Munena llymynosa-IlaBnosa, gom. f-p AHren
3abepcku, 1. ac. A-p Vinnss [Tapackos. Te ca mocTossHHATA YacT OT XKY-
pUTO Bede TpeTa OAMHA U OCHOBHA IIPMYNMHA 32 OCBIECTBABAHETO Ha
koHKypca New University Talent. Vifesara 6e Ha ipod. JleBn, KoiiTo 6e
aKTMBHO MOZIKPETIeH OT IPYTHTe IPENofaBaTey Ha IelapTaMeHT , My-

«
3mKa‘“.

1 msamara ankera Ha: https://talent.nbu.bg/files/upizi/konkurs-nova-pesen/nbu_
ai_music_report.html
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[Tpod. Erven JleBu e enyH OT Hall-U3sBEHNUTE, YCIIEIIHY U ThpCe-
HI BOKaJIHU Iefaro3u B bbarapusa u Tasu yact Ha EBpoma. Toit MHOro
TOIMHY € I OCHOBEH IIpeIrofiaBartel B pefuia Mysukanan popmatu. Ot
2013 po 2025 e BokajeH meparor Ha ¢popmara ,,Karo nBe kanku Boga’,
npes 2013 yvacTBa B IpefiaBaHeTo ,,MysukanHa akafemus” mo TV 7,
npe3 2020 y4acTBa B MY3MKaJIHOTO IpeflaBaHe Ha Hosa TeneBusms
»MackupanuAT nesen; u MHOro pyru. [lon. AHren 3abepcku e OCHO-
BEH KOHCY/ITAaHT KaTO KOMIIO3UTOP U apaHXXbop, ¥ paboTel ¢ peguia
U3SIBEHM MY3VMKaHTY U IIeBIU B CBOATA NEeJarorndecKy ¥ U3IIbIHUTEN-
cka Kapuepa. JI-p ITapackoB e IpOmB/IKNUTENT HAa BOKA/THUTE IIPMHIIN-
1y Ha fon]. 3abepcku — 6arma. VI3K/II04nTenHO ycIlelleH B paboTrara cu
cbe crygeHTr B HBY mo oTHOIIEeHMe Ha MIOSUKB/IN, I)Ka3 CTAHGAPTU U
npoexTy. CMATaM 4e JOI'b/IBa II'b3€/Ia OT PA3IMYHYU CTU/IOBE 1 KaHpPO-
Be B ChbBPEMEHHOTO HI TOMY/ISIPHO MHOroo6pasue. OcobeHo MHTepec-
HO e, 4e TpUMaTa OCHOBHI WIEHOBE Ha )XYPUTO BCAKA TOfVHA IIPABAT
CeMIHap 3a Te3M, KOUTO JICKAT fla y4acTBaT B KOHKypca. Ilo Bpeme Ha
CeMMHapa Te JaBaT HaCOKI, II0Ka3BaT M MOJIKPEIIAT UJie 3a No-Hobpa 1
KayecTBeHa peann3anys Ha ObeluTe KOMIO3UTOPY, IEBIV U TEKCTO-
nucu. [Ipod. JleBu n n-p TlapackoB paboTAT 32 BOKaTHUTE TAPAMETPU
Ha ef[Ha ITIeCeH, 3a HETHOTO M3II'b/IHEHMeE, 32 paboTaTa M HAaIlaCBaHETO
Ha TekcTa. JJon. 3abepcky mopromMara KOMIIO3UTOPCKATa U apaH>Kbop-
cKaTa paboTa 110 HallMCBaHEeTO Ha HOBA BOKa/IHa TBOp6a. Toit HacouBa 1
MHCIIMpYpa HOBUTE TBOPLM.

B 2026 rogyHa K'bM 4eTVpUMaTa IpernojaBaTeny OT JellapTaMeHT
»Mysuka“ ce npucpennuuxa ome Kpuc n 0nmm ot ,Moner u Kepana
or ,KepaHa 1 KOCMOHaBTUTE" — apTUCTM, HATIOKIIN Ce CPef] CBOATA
ayJUTOPNA C eHeprusA U HOBAaTOPCTBO. Taka KypUTO CTaHA M CIIelMa-
HO U ,,3B€30HO"!

JIunja Ha KOHKypca 3a TpeTa IOpefHa IOfMHA Cca YHMKAIHATa
MOHA u xapu3MaTMYHMAT MY3UKAHT ¥ papnoBofel VenZy, KOUTO
HOAKPenAT (PpUHAMUCTUTE IO II'BTSA MM KBM CleHara. Bomemu Ha 3a-
KIIOYNTeTHUS KOHLepT 6sixa VenZy m Anuua Coruposa. Pexxucbop
Ha 3aK/II0YMTETHMS CIIeKTaK'b/I Bede BTOpa rogyuHa e npod. A-p AHHa
[Tamnynosa. brarogapum Ha exnna Ha PTI], Ha eknna Ha NUT 26, Ha
nusariHepute, potorpadure, Ha IIP n pexknama, Ha Borislava Dimova
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8. MMJIEHA HIYIITY/TOBA-TTAB/IOBA. NEW UNIVERSITY TALENT 26 ...

VI HEHUTE CTYHEHTH, Ha BepoHnka MmnjeBa, aBTOp Ha CTyTyeTKaTa 3a
nobefuTennTe, Ha CIIOHCOPY 1 MAPTHBOPY M BCUYKIY, KOUTO paboTmxa
HOYTM rofHa KOHKYpCsT New University Talent’26 fa ce peanusupa. 3a
IIpeKpacHNUTe CHUMKM Ha CbOUTHETO ce norpykuxa ¢ororpapure Mu-
neHa SIukoBa 1 Kocbo XamxkurendeB. Oco6eHO Ba>kHa 3a peannsarysi-
Ta 6e EBenuHa AHJIpeeBa — OCHOBEH J[IBUTATe/l HA CJIOKHATa MaTepus
cpBpeMeHeH u MofiepeH KOHKYPC, kosATo e Bpb3Ka ¢ Mefuy, opra-
HU3aTOp, O0EAMHNUTEN Ha Lie/INs eKUI paborTel 1Mo chouTnusaTa. Barkna
ponA IO peanm3anyATa UMaT U omle ABaMa: Xpuctuana CTouMMeHOBa
(moxtopant B [II ,My3uka“, kosTo nognomarauie paborara Ha EBernu-
Ha) ¥ Anve bajipakrap — cekpeTap Ha iellapTaMeHT ,, My3uka®“.

['machT Ha My61MKaTa C’hIO MMallle TO/IAMO 3HaYeHMe IIPU OT/IN-
YaBaHETO Ha IIECHUTE, 3aII0TO, IPeii TONAMOTO 3aK/IIOUUTEIHO LIOY,
¢duHanmucTuTe Ce 6OPAT U 3a MOfKpenara Ha myonukara. [lecHnre um
3By4aT B epupa Ha pagyo N-JOY u Ha cajiTa Ha KOHKypca.

ITpoexTsT ce peanusupa or HoB ObArapckym yHuUBEpCUTET, HO
Ta3) TOfIMHA TOJI criedenu 1 ¢pUHAHCOBA mofkpemna ot CrommyHara 06-
muHa — [Iporpama ,,Kynrypa“ IlaprHbopu Ha koHKypca 6sixa FORTE
MUSIC OOD, RADIO N-JOY, MUZE n Golden Eight Music, a meguitan
naptaHbopu — Radio N-JOY 1 NewBlog 4U.

bux nopgyepTasna, 4e efHU OT BaXXHNUTE U pelIaBally Harpagu e
HOIY/IAPU3UPAHETO Ha IecHuTe B edupa Ha paguo N-JOY u ocobeno
AUTUTATTHOTO paslpocTpaHeHye B Haf 200 MysuKanHu 11atpopMu 1o
cBera ype3 MUZE.

Harpagnenure tamantu B 2026 ropuHa 6s1xa: Camynn Kynes u He-
roara IeceH ,,IIposan“ momyun Harpaga or MOJIEL] - BkIIOuBaHe B
00111 My3MKaJleH IIPOEKT C IPyIaTa, KOeTo Lie IOAIIOMOTHe CTYAeHTBT
or HBY pa 6bje no-yBepeH n ycnemeH. Pok rpyma ,,['padut® u TaxHaTa
neceH ,,[IpomsHa B IIaHa“ mokopu cbplero Ha KepaHa u Te monyun-
xa Harpajia oT Kerana Kosmos 3a y4acTyie B KOHLIEPTM OT JIATHOTO UM
TypHe KaTo noprpssama rpymna. Cre¢annu CrraBueBa 1 HejfHaTa IeceH
»1le 6bent mu“ momy4Yn Harpajjata Ha CTyileHTUTe OT porpama ,,Kuno
u teneBususs Ha HBY. Bukropuss MuxaitnoBa u mecerta i ,,OTuBam
Ha Mope”“ CIlede/n HarpajaTa Ha IyOnmKara 1 e ¥Ma Bb3MO>KHOCT Ha
Hanpasu Production Video u cTynuen sanuc B Pagyo-TeneBusmoHHMs
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ueHTsp (PTI]) na HBY. [TecenTa Ha Erenus Kpunuesa (Jenika) ,,B ou-
akBaHe" U IeceHTa Ha AHppelt ['puropos ,,Kyr nua” 3aexa mppBo Msc-
TO Ha KOHKypca New University Talent’26. Te e uMat Bb3MOXXHOCT 32
n3paboTBaHe Ha BUJEOKINI U CTY[UEH 3anuc B Pajyuo-TeneBusnoHeH
neHTsp Ha HBY, me nmar nonynsapusanus B epupa Ha Radio N-JOY,
pasmpocrpaHeHye B Haf 200 My3uKaaHU ITaTGOpMM B CBeTa U Cb3fla-
BaHe Ha cefBaia necen or MUZE.

New University Talent’26 jaBa Bb3MO>KHOCTY, peannsupa MeuTu!
B xoHKypca Bcuuku ca mobegurer!

26.6.2026
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3A KHUTATA
+LCTUAUCTUNYUYHN OCOBEHOCTU B
BEbATAPCKATA POK MY3NKA AO HAYAAOTO
HA 90-TE TOAMHW HA XX BEK"
C ABTOP A-P HEAU MAPNHKOBA

npod. x-p Cumo Jlasapos

Kunrara ,,CTUIncTu4HN 0COOHOCTY B O'bITapcKaTa poK My3nKa
io HauasoTo Ha 90-Te rogyuM Ha XX BeK" IIpeACTaB/IABa 3HAYUM IPU-
HOC K'bM O'B/ITapCcKaTa My3MKOJIOKKA IMTepaTypa U KbM U3CTIefIBaHNA-
Ta, IIOCBETEHM HA MOINYJIIPHATa MY3UKa Y Hac. TpyqbT BlleYaT/IsABa CbC
CBOATA ACHO (GOPMY/IMpaHa KOHLEIIVA, C IIOC/IefloBaTeTHATA METOO-
norus u ¢ 6orarusi GaKTOMOTMYEH MaTepuas, Ype3 KOWMTO aBTOpKara
IpOC/IeisiBa Pa3BUTHETO Ha O'B/IrapcKaTa POK KYJATypa B MIMPOK MCTO-
pUYeCKM U CTUTIOB KOHTEKCT.

V3cnenBaHeTo pasriex/a Bb3HIMKBAHETO Y Pa3BUTUETO Ha O'BI-
rapckara poK MysuKa B iepuoga ot 60-Te TogVMHM 10 Ha4anoTo Ha 90-Te
rogyHM Ha XX BeK, KaTO aKLEHTBT € TOCTaBEH BbPXY CTUIOBUTE OCO-
6eHOCTM, My3MKaTHaTa eCTeTMKA M KY/ATYPHATa Cpefia, B KOATO ce Gpop-
MIupa 1 pasBuBa XaHpbT. Olle BbB BbBefeHneTo a-p Henn MapuHko-
Ba SICHO JleUHMpa OCHOBHITE Lie/IM HAa TPyZAa — Aa ObIaT uscaefBaHm
IpeAIIOCTaBKITE 32 Bb3HMKBAHETO Ha O'brapckaTa poK MY3UKa, fIa ce
IPOC/IefAT IPOLleCUTe Ha HETHOTO PasBUTHE U [ja Ce aHAIM3UpaT Xa-
paKTepHUTE CTUIOBY MOV U MY3UKa/IHV [IOXBATH, Ype3 KOUTO OB/
TapCKNUTE MY3VMKaHTY U3TPa>KAAT CBOSATA ULEHTUYHOCT.
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Ocob6eHO LieHeH acIeKT Ha KHUIATa € MCTOpUYecKaTa IepCIeK-
TVBA, B KOATO € IIOCTAaBEHO M3C/IefiBaHeTO. ABTOpKaTa He pasIIexna
OBITapCKNA POK KAaTO M30/IMPAHO SBJIEHME, @ TO CUTYMpPa B KOHTEKCTa
Ha CBETOBHUTE MY3MKA/IHU IIponecu. B mbpBara I7aBa e IpoCieieHo
B/IVSHUETO Ha OPUTAHCKVIA POK M PUTBM eHJj O/1yC BbpXY eBpOIelicKa-
Ta MY3MKaJIHa KY/ITYpa, KaToO ce aHa/IM3Upa PONATa Ha OPUTAHCKUTE
TPV ¥ MY3UKaHTH 32 GOPMIPAHETO Ha POK ecTeTHKara. Ta3m 4acT ot
TPYZia € BayKHa, 3aIIJ0TO IIOCTaBs OCHOBATa 3a pa3bMpaHeTO Ha MEXaHU-
3MUTe, Ype3 KOUTO 3alajiHaTa POK Ky/ITypa IIPOHUKBA B bbirapus u ce
aflanTypa KbM MECTHATa Cpefia.

I-p Henn MapuHKoBa IeMOHCTpMpPaA OT/IMYHA OCBEIOMEHOCT OT-
HOCHO MeXX[YHApOJHNTE My3MKa/THV IIPOLIECH U YMeJIO CBBpP3Ba Pas3Bl-
THETO Ha OPUTAHCKMA POK ¢ popMupaHeTo Ha ObIrapckuTe pok dop-
Manym. OcobeHo BIIeYaT/IeHye NpaBy HAYMHBT, 110 KOMTO aBTOpKATa
Ipoc/ieisiBa TpaHCPOpMaLUATA Ha OITyC- ¥ POK MOie/IuTe B O'bIrapcka
cpema. AHanM3uTe MOKa3BaT, ye O'b/IrapCcKUTe MY3MKAHTY HE Ca IIPOoC-
TO TOApa’kaTe/lM Ha 3alafiHuTe 00pasiy, a TBOPLM, KOUTO aalTIpar
JY>KANTE BIMAHNA KM COOCTBEHaTa Ky/ITypHA M eCTeTUYecKa cpefia.

Bropara r1aBa, mocBeTeHa Ha Ha4a/0TO Ha OBATapcKaTa poK My-
3MKa npes3 60-Te roiyHY, € Cpel, Hall-CVJIHUTE YaCTU Ha M3CIE€LBAHETO.
Tyx aBTOpKara ycnsBa fla odepTae CIOKHATa Ky/JITypHA U MeO0NoTde-
CKa CUTyallMsl, B KOATO POK My3MKaTa ce IOSBsBA 11 pa3BuBa B bbira-
pusA. PokbT e pasriefaH efHOBpeMeHHO KaTo popMa Ha XyTOXKeCTBEHO
u3pasABaHe U KaTo Ky/ITypeH (peHOMeH, CBbP3aH C MIae)KKaTa U/jeH-
TUYHOCT, CBOOOJaTa Ha M3pa3sABaHe M CTPeMe)ka K'bM HOB TUII eCTeTUKA.

Oco0€eHO 1ieHeH e aHaIM3BT Ha OTHOLICHNATA MEXAY POK MY3U-
KaTa ¥ opuUMaTHaTa KYITypHA IOJIUTUKA B COLMAIMCTUYECKA Bbi-
rapusa. ABTOpKara apryMEHTVPAHO IIOKa3Ba KaK MJI€O/IOTMYeCKITe
OTpaHNYeHNA BIUAAT BBPXY PasBUTUETO HA KaHPA, HO ChlIeBpeMeH-
HO ITOIYepTaBa, Ye IMEHHO Te3)l OTPAHMYEHNUA YeCTO CTUMYINPAT MY-
3UMKaHTUTE fIa THPCAT OPUTMHAIHY XyHOXKeCTBeHN pemeHns. [To To3n
HA4MH TPYABT Hal-XBBP/IA YMCTO MY3MKATHUA aHA/IU3 U Ce IPeBPbIIa
B KY/ITYPOTIOTMYHO M3CIefBaHe Ha OBITapcKOTO OOIECTBO Ipe3 pas-
IJIeXX/IaHVS TIEPUOT,.

BaskeH MpMHOC Ha KHUTATA € IeTAalJTHOTO pasIyieX/laHe Ha OT/ier-
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9. CUIMO JIA3APOB. 3A KHUTATA ,,CTHW/IMCTUYHN OCOBEHOCTH ...«

HUTE IPYIN, U3I'BIHUTENN Y eMOTeMaTH4Hy NpOV3BeieHnA. AHamu-
3UTe Ha IeCHUTE ca IpodecuoHaTHO apIYMEHTUPAHN U IeMOHCTPUpAT
Cepuo3Ha MY3MKa/lIHO-TeOpeTUYHa IOATOTOBKA. ABTOpPKaTa M3IION3Ba
XapMOHMYHH U CTU/IOBY QHA/IN3Y, Ype3 KOUTO U3SICHSABA XapaKTepHIUTeE
0COOEHOCTM Ha POK 3By4YeHEeTO, MHCTPYMEHTapiyMa, BOKa/THaTa MHTep-
IpeTalysA U KOMIO3VIVIOHHITE MOJIeTIN.

OcobeHo Brleyat/ieHVe IPaBy BHIMAaHIETO K'bM CayH/j0BaTa Clie-
nuduka Ha 6barapckuTe pok rpynu. [I-p Henmn MapunkoBa ycrisiBa a
IpOC/IeAy KakK Ipe3 pasIMIHUTE HeCeTWIETHs Ce MPOMEHs MY3UKal-
HYAT e3MK Ha O'B/IrapcKMsi POK — OT PaHHUTE BIMAHUA Ha OPUTAHCKUA
OMIIT ¥ POK €HJ] PO [0 MO-KbCHUTe GOpMM Ha Xapf POK, apT POK 1
HOBa Bb/IHA. AHA/IM3UTE Ca MOJHECEHN IO JOCTBIIEH, HO eJHOBPEMeH-
HO C TOBA aKaJileMIYHO M3I'bPKaH HAYVH, KOETO IIPaBy KHUTATa IjeHHa
KaKTO 32 CIIeLMaIICTIL, TaKa ¥ 3a TTO-IIMPOKa ayJUTOPMSL.

Tperara u 4yeTBBpTaTa I7IaBa, HIOCBETEHN Ha PAa3BUTUETO Ha OBII-
rapckara pok Kynrypa npes 70-te u 80-Te ronyHu, IpecTaBAT IepUofa
Ha HeJTHOTO Hall-CU/THO TBOPYECKO pasrpblijaHe. ABTOpKaTa ybemuTesn-
HO apryMeHTMpa Te3aTa, Ye UMEHHO npe3 80-Te TofuHM OBATapCKUAT
POK IOCTHTa CBOSI AIorelt, KaTo ce 0QOPMST PasMyHM CTU/IOBU O HA-
IpaBJIeHVA U Ce OABABAT MY3UMKAHTH C IPKa MHAVBUILYATHOCT.

VI3KIIIOUUTETHO TIO7Ie3HY ca HAOIOfeHNATA BBPXY (pecTUBaNnTe,
3BYKO3aIlMCHATA [IeVIHOCT U POJIATA HAa MEIMUTE 32 MO Y/IAPU3NPAHETO
Ha pOK My3ukara. Upes Tesy aHa/nusy ce O4epTaBa L/IOCTHATA MY3-
KaJTHa MHPPACTPYKTypa Ha IIepyofia M ce TTOKa3Ba KaK POK Ky/ITypaTa
HIOCTENIEHHO Ce YTBBP)KJaBa KaTO Ba)KHA YacT OT OBITapCcKuA KyITy-
PEeH KMBOT.

KunraTa nMa cepyosHa Hay4Ha CTOTHOCT U OPa/iyl M3IIO/I3BAHVA
Oorar JOKyMeHTaJIeH MaTepyual. ABTOpKaTa ce Omupa KaKTo Ha MY3U-
KaJ/IHU 3aIIMCH U HOTHU NIPUMEpH, TaKa I Ha CHelann3upaHa IuTepa-
Typa, apXVBHU M3TOYHUIIV U JOKYMEHTA/IHV CBUfIeTeNICTBA. ToBa mpu-
flaBa Ha TPy/ia YOSAUTETHOCT ¥ OCTOBEPHOCT. OCO6EHO BasKHO €, Ye B
U3C/IeIBAHETO Ca BK/IIOYEH) MHOYXECTBO IIPMMepH OT OBIrapckara My-
3MKaJTHa IIPAKTUKA, KOUTO PAKO ca 6mmm 00eKT Ha TOIKOBA 3aIb160-
4eH aHa/M3. E3uKbT Ha KHMUTaTa e siceH, OC/IefloBaTeeH Y aKaleMUIHO
u3bpKaH. TeKCTBT € CTPYKTypUpPaH JIOTMYHO, a OTHETTHUTE [IaBU Ca
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B3aMIMHO CBBP3aHM M M3IPAXKJAT MOC/IENOBATE/HA KOHIIENTYaIHA JIVi-
HUsI. ABTOpKaTa yMeIo ChueTaBa HayYHMS CTUI C HOCTBITHO M3/IOXKe-
HIte, KOETO [03BO/IsIBA TPYABT [a O'bjie MOJIe3eH KAKTO 3a MY3UKOBEIM I
[perofaBaTey, Taka 1 3a CTYJeHTH, MY3UKAHTHU 1 TI0OuTeNN Ha OBbI-
rapckara poK MysuKa.

OcobeHo 3HaueHMe MMa U MeJaTOTMYecKUAT acIeKT Ha U3CIeN-
BaHeTO. ABTOpKaTa apryMeHTVMPAHO II0COYBA, Y€ POK MYy3MKaTa BCe
[0-Y€CTO MIPUCHCTBA B yYeOHNTE IPOrPaMI Ha CIIELUAIN3UPAHNUTE MY-
3UKaIHU y4eOHM 3aBeleHns. B To31 CMUCHI KHUraTa MMa IMoTeHIMal
Jia Ce IIPEBBPHE B LieHeH y4ebeH 1 CIpaBOYeH MaTepuat 3a O'bely My-
3MKAHTHU U U3C/IeOBATEI.

Kunurara mMa nprHOC KbM CHXPAHSIBAHETO Ha Ky/ITypHAaTa Ia-
MeT. Bbirapckara pok Mysuka 4ecto octaBa B mepudepusTa Ha akKa-
JIEMIYHITE U3C/IE[BAHNsI, BBIPEKN e € BaKHA YacT OT My3MKa/lHaTa
VICTOpYS Ha CTpaHara. HacTosaTa KHUra YCIeIHo IPeofosaBa Tasu
[pasHMHA, KaTO CUCTEMATU3MPA TolsiM 06eM MHGOPMALVS U 5 [Ipef-
CTaBsi B HAyYHO 0OOCHOBAH BUJ. Mo)ke KaTerOPMYHO Ja ce TIOf4epTae,
ve kHMrara ,,CTUIMCTUYHYU OCOOEHOCTM B O'BIrapckaTa PoK My3MKa
io HadasoTo Ha 90-Te ropuHM Ha XX BeK" e 3aIbl1004Y€HO, aKTyaTHO 1
NPUHOCHO M3cnenBaHe. KHUrata cbueraBa My3UKONIOXKKY aHAJIN3, VIC-
TOPUYECKN TIPEIJIE] U KYITYPOTIOrMYeH MOAXOM, KaTo 110 TO3M HAYMH
Ipefyiara Ls/IOCTEH IOIVIe], BbPXY PasBUTUETO HA OBIrapckara pok
My3MKa.

Tpynsr Ha i-p Henmn MapuHKOBa ce OT/IM4aBa ¢ BUCOKO HAyIHO
HUBO, C OT/IMYHA aHAJIUTUYHOCT U C IPO(ECHOHATHO OTHOLIEHVE KM
uscnenBanms Marepuan. Hacros-1moro mnscinenBaHe Ge3COpHO Mpef-
CTaB/IsIBA LJeHEH NIPUMHOC KbM OBIrapcKara My3MKajlHa HayKa 1 3aCIIy-
JKaBa BICOKA OLlEHKa KaKTO 3apajy CBOSITa HAYYHA CTOMHOCT, TaKa 1
3apajy KyJITypPHOTO CU 3HaYeHIe.

toHu 2026
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AOLIEHT POCUUA BEYEBA C BE3CIMOPHN
3ACAYTW B OBAACTTA HA MY3UKAAHOTO
N3KYCTBO, HAYYHUTE N3CAEABAHUA
N BUCLUETO OBPA30OBAHUE

npod. a-p Cumo Jlazapos

B nsnoctHara cu npodecnoHanHa feitHocT o, A-p Pocuia Be-
4yeBa JIeMOHCTPUPa MOC/IeJOBATeTHOCT, BUCOKA KOMIIETEHTHOCT U CTpe-
MEX KbM HelpeKbCHATO pasBuTue. HellHUTe TBOpPYECKM, HAYYHU U
IeflaroruyeckKy IOCTVKEeHM A IPeACTaBIABaT 3HAYMM IIPUHOC K'bM pas-
BUTMETO Ha aKaJleMIYHaTa My3/Ka/THa OOIHOCT ¥ yTBBPXK/aBaT aBTO-
puTeTa M KaTo yBa)kaBaH IpeIofjaBaTel, U3C/IeSOBaTeN Y M3II'bIHUTEL.
CpyeTaHMeTO MEXZIY aKTMBHA KOHIEPTHA JEHOCT, Hay4YHa NPOAYK-
LM ¥ yCIHelllHa Teflarornyecka MpPaKTUKa e APKO JOKa3aTelcTBO 3a
HEeJHUA BUCOK NMPO(deCcrOoHaNIN3bM U IPUHOC KbM PasBUTHETO Ha MY-
3UKa/IHOTO 0Opa3oBaHue U Ky/ITypa.

Hay4ynonscnenosarenckara feifHOCT Ha jon. A-p Pocuna beuesa
CBIIIO 3aC/Ty)KaBa BUCOKA OlleHKa. HeltHNTe myOMmMKanuy ce OTImn4aBar
ChC 3a/IbI00YEH aHATUTUYEH TIOIXO, IIPELM3HOCT B M3IIOI3BAHETO Ha
Hay4YHaTa METOHONOTMA M CTPEMEX KBM aKTYaJTHOCT Ha pasIIeXfa-
HuTe npobmemn. VI3cmenBannsTa M ca HACOYEHU K'BM BBIIPOCH, KOUTO
MIMaT KaKTO TeOpeTUYHa, Taka U IMPaKTNIecKa CTOMHOCT, KaTo IpefIa-
raT HOBU ITIEJHM TOYKU U BB3MOXKHOCTY 32 IIPUIOKEHNE B U3II'B/IHU-
TeJICKaTa U Ieflarormyeckara IpakTuka. B HayuHuTe cu paspaboTku Ts1
YCIIEITHO CchbyeTaBa OOraTyusA CU IMPAKTUYECKN OIMUT KaTO M3I'BIHUTEN
C aKaJieMyMyYHaTa 3a/bI00YEHOCT, KOETO MpIJaBa Ha HEVTHNUTE TPY/OBe
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yOemnTeTHOCT U BUCOKA IIPOdeCrOHaTHA CTOMHOCT.

He mo-masnko 3HaumMMa e Iefjarormyeckara JIefHOCT Ha JIOL. JI-p
Pocuna beyeBa. Karo yHuBepcuTeTCKM IpenofaBaresl Ts ce OT/IndaBa
C OTTOBOPHOCT, IIOC/IE0BATETHOCT M MHANBYYa/IeH IIOAXOM K'bM BCEKI
cTygeHT. PaboTaTa ¥ ce XapakTepusupa ¢ BUCOKM IpOdecuoHaTHu 13-
VICKBaHNs1, ChYETAHU C YBa)kKeHNe K'bM IMYHOCTTA Y TBOPYECKISI IOTEH-
1yan Ha obyvaemurte. Ts yMee 1a MOTMBUpA CTYAEHTHTE CH, fla pa3BUBa
TeXHUTE M3IIBIHUTENCK) KadecTBa U Ja HaChbp4yaBa CaMOCTOSATETHOTO
XY/IOXKeCTBEHO U Hay4HO MucieHe. [lof HelfTHO pbKOBOACTBO MIafuTe
MY3MKaHTH [OJTy4aBaT He CaMO COIMHA IPOoQeCrOHaTHA IOTOTOBKA,
HO ¥ IIEHHY HPAaBCTBEHU U €TUYHU OPUEHTUPHU, KOUTO Ca ChIleCTBEHA
YacT OT M3TPAXKAaHETO Ha O'bJlelTe My3MKaTHY CIICLa/IUCTH.

OcobeHO CUTHO BIleYyaT/IeHMe OCTaBsi ChBMECTHAaTa TBOpPYECKa
meitHoCT Ha poul. A-p Pocuia BeueBa ¢ mpod. a-p Cumo Jlaszapos, mo-
veTeH npodecop Ha HBY. TexHute KOHIEPTU Ce OTIMYABAT C BUCOKO
Xy[0>KeCTBEHO HVUBO, BHUMATETHO NOOpaH penepTroap M 3afbrbode-
Ha MHTEePIpeTals, KOUTO JOIPUHACAT 32 MONY/IAPU3NPAHETO HA Ka-
MEpPHOTO MY3MLIMPaHe ¥ CbBPEMEHHOTO MY3MKATHO U3KYCTBO. JHAYNM
IPVHOC B Ta3M HACOKA JIMa ¥ YYacCTVETO UM B CBOUTHATA, OPTaHNU3MN-
paHV B paMKUTe Ha JeITHOCTTA Ha Y4eOHO-TIPaKTUYECKM U M3CIIeIOBa-
TEJICKY LIeHTBP 32 KOMIIIOTBPHO MY3UIIVIPaHe U cayHp Au3aiiH Ha Hos
Opnrapcku yHusepcuteT ,,Cranucnas CranueB-Crenan” u B Mexpy-
HapozieH QopyM-decTuBan ,BcemeHaTa Ha KOMIIOTBPHAaTa MY3MKa“ —
BCsIKa rogyHa. PopyMBT ce yTBBPAN KaTo IIPOCTPAHCTBO 32 TBOPYECKN
00MeH MeX[y MSI'BIHUTENN, NperofiaBaTe/l ¥ MIaJy MY3UKaHTH,
a aKTMBHOTO y4YacTye Ha #oll. A-p bedeBa B Herosara opraHmsanys I
XyJ0>KeCTBeHa peann3alis e CBUIETE/ICTBO 3a HelfHaTa aHTa>KMPaHOCT
KM Pa3sBUTHETO Ha My3MKa/HaTa KYITYypa ¥ MEeKJYHAPOJHOTO aKaze-
MIYHO CBTPYAHIYECTBO. [IpoBeXxjaHNTe KOHI[EPTH, MAaIICTOPCKM K/Ia-
COBe 1 HAyYHU Cpelly JOIPUHACAT 3a Pa3LIMpsiBaHETO Ha Hpodecno-
HAJTHUTE KOHTAKTY 1 3a Ch3JaBaHETO Ha O/IArONpUsITHA Cpefja 3a 00MeH
Ha UJeu U ToOpy NPaKTUKIA.

[Tpe3 ropgmHKTe MMaxX BH3MOXKHOCTTA Jia HabmogaBaM OoTOIM30
npodecnoHaaHaTa JeifHOCT Ha fo1l. A-p Pocuija BeueBa kakTo B o6mac-
TTa Ha U3II'BTHUTEICKOTO M3KYCTBO, TaKa VI B HelfHaTa HayYHOM3C/Ie0-
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BaTeJICKa U Ilefjarornyecka pabora. BrieyareHusara My ca 3a M3KJIIO-
YUTENTHO OTHAJEH IPerofjaBaTel, akKTUBEeH MY3UKAHT U M3CTIefl0BaTeN,
KOJITO IIOC/IEOBATENIHO ChYeTaBa BUCOK NMPOdeCcroHann3bM, TBOpUe-
CKa MHUIMATUBHOCT 1 6€3CTIOpeH OpraHn3aliOHeH TaaHT.

Bb3 ocHOBa Ha M3TOXKEHUTE BIEYAT/IEHUS JaBaM CBOsITA BICO-
Ka OLleHKa 3a IpodecroHanHara JeifHOCT Ha jiol. A-p Pocura Beuesa.
Cunram, 4e Ts e U3TpajieH M ABTOPUTETEH CIIEL[MATUCT C O€3CIIOPHU 3a-
CIIyTM B 00/1aCTTa Ha MY3MKA/TTHOTO M3KYCTBO, HAYYHNUTE M3C/IEBAHIS
U BuCLIeTO 00pa3oBaHMe, KaTO HeifHaTa JIeMHOCT 3ac/Iy>kaBa BUCOKO
0011IeCTBEHO U aKaleMITYHO [IPU3HAHIE.

22.07.2026
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PELLEH3VA HA KOHLUEPT
“ZABERSKI VS YOSSIFOV”

n-p Cumeon CuMeoHOB

Ha 19.05.2026 . B 3ana Kuno JIromuep na HIIK, Codus ce mpose-
e mxa3 koHepT “ZABERSKI VS YOSSIFOV” ¢ y4yactuero Ha AHren
3abepcku Ha nuano, Muxaun Mocudos — tpommer u drrorenxopH, bo-
puc TacneB — 6ac u Crosin SIHKyI0B — yapHu nHcTpymentu. Konuep-
TBT Oelre ¢ 00112 IPOLB/DKUTETHOCT OKO/IO 2 Yaca 1 Ce ChCTOsI TIpef
II'bJIEH Ca/IoH. bsixa mpepicTaBeHy aBTOPCKY KOMIIO3MIIMY Ha TPyIaTa,
KaKTO 1 II'PBOTO LS/IOCTHO M3II'bIHeHMe Ha anbyma “ZABERSKI VS
YOSSIFOV?, B K0OiITO ca BK/IIOYeH! 8 IIeCH, LIeCT OT KOUTO Ca C aBTOP
Awnren 3abepcku u ie — Ha Muxaun Vocudos. Cresi KoHI[EpTa MOXKe-
e fa ce 3akynu anbyma Ha CD, kakTo 1 fia ce B3eMar aBTOrpadu or
MY3UKaHTUTE.

ITo Bpeme Ha KOHILIepTa IrpyIaTa JeMOHCTPMPA BUPTYO3HO BrIajie-
eHe Ha MHCTpyMeHTHTe. [Ipn pabotara Ha CTOsIH SIHKY/IOB C yapHUTe
MHCTPYMEHTH CU NPO/INYa KaKTO PUTMIUIECKO OTHOIIEHMe, TaKa 11 60-
paBeHe ¢ TeMOPOBUTE U METOAMYECKN XaPAKTEPUCTUKN U C IIMPOKS
CIIEKTBP OT BB3MOXXHOCTM 32 3BYKOM3B/IMYaHe OT OTHETHUTE YacTH Ha
cera 6apabanu. bopuc TacneB ce oTmum CbC CTabMIHOCT B GacoBara
JVHNS, U3MOJI3BaHe Ha TexHUKM walking bass u 1k 1 ¢ BpoOparkeHue
pu U3IIbIHEHNeTO Ha coma. OT Muxaun Vlocudos qyxme BUPTYO3HO
BJIaJileeHe KaKTO Ha TPOMIIET, TaKa U Ha QJIIOTeIXOPH, U TAXHOTO (PYHK-
[IVIOHA/THO WM3IIO/I3BaHe B MY3MKaTa, CIPAMO cHenuduKuTe Ha ABaTa
MHCTpyMeHTa. AHren 3abepCcKi IEeMOHCTPMPA USK/TIOUUTETHO TyIle Ha
K/IaBUIIITE, TEMIIOBA I'bBKABOCT, TEXHMYECKA CBOOOMA U B 110-OaBHUTE,
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11. CHUMEOH CMEOHOB. PELJEH3JI{l HA KOHIIEPT “ZABERSKI ..”

U B Obp3uTe nuecu. AHCaMO/IOBOTO 3BYy4eHe Oe II/I0CTHO, KaTo Oerre
3aras3eHa ¥ MHAVMBY/IYaTHOCTTA Ha BCEKV MY3MKAHT.

ITo Bpeme Ha KoHIIepTa, AHren 3a0epcKu Kas3a, 4e KOMIIO3UI[UUTE
ca HamucaHu 1o BpeMme Ha maHpeMusata or COVID-19. [leiicTBUTENHO
B IIJeCUTE Ce OTKpMBAllle BPb3Ka MeX/y CTIOKHOCTTA Ha CIIOMEHATMUs
nepuop — 3arybaTa Ha O/1M3KM XOpa, HalIPeXKEHNETO OT TOBa, 4e CMe U3-
IIpaBeHM IIpef INLETO Ha 3apas3ara — ¥ ONTHMM3MA 32 IPO[bKaBaHe
Ha J)KMBOTA, BBIIPEK) HENPUATHOCTUTE U CTpajjaHuATa. butoBu croxe-
TU — TpaduK, 3aj1e3, IeThK Bedep — 0s1Xa IpeiCTaBeHN Ype3 eHOMMEH-
HY KOMIIO3UIIVM, B KOUTO €fJHV ©XKeJHEBHU CITy4YKH, 4eCTO He3abernss-
BaHI, Ca pasr'bpHATH JO CTEIleH Ha pa3KpuBaHe Ha KpacoTaTa, KOATO
Te ChbADBPKAT. My3nKara Bofelle KbM IPeYyIBAHETO Ha HENPUATHNUTE
ycelllaHUs IIpe3 YyBCTBOTO 3a YIOBOJICTBYE OT MUTa ChIleCTBYBaHe [0
3apakflaHe Ha JKe/laHMe fla ce MpoAb/DKU Hampef. [IpodecnonanHoTO
HUBO B KOMITO3MIIMOHHATa TeXHMKa Ha AHren 3abepcku m Muxann
Mocudos e MHOTO BUCOKO. [IBaMaTa ca IOCTUTHA/IM 10 CBOU HAYMHMU 32
u3passBaHe Ha CBOMTUATA U eMOLMNTE CU Ype3 My3uKara. B muecure
Ha AHren 3abepcKy OTKPUX IIO-pasINyHa YYBCTBUTETHOCT K'bM MIUHA-
JIOTO U €lHO CMUPEHME, CBBbP3aHO C IPEeKMBABAHUATA, KOUTO IIPEACTO-
AT OT TYK HaTaTbK. B My3uKanHUTe CTPYKTYpU Ce ycellla ¥ ONUTa My
KaTO aBTOp M Ha CUM(OHNYHA My3UKa. XOMOT€HHOCTTA B M3II'bTHEHM-
ATa Ha IrpyIara I1oKasa T000BTa M K'bM KOMIO3UIIMNATE, KAKTO U CBII-
PUYACTHOCT K'BM TeMUTe, pasIiefaHy B TAX.

Bcnuko ToBa mpeBbpHa KOHIIEPTa B HeElIO MOBede OT effHa OT
nopegHnTe MKa3 cpem. Criesl Kpas Ha CBOMTMETO, CU IAfIOX CMETKa,
KOJIKO KPaclB € XVBOTBT U CBETBT OKOJIO HAC, BBIIPEKY IpobIeMuTe 1

pa3oyapoBaHMATA.

Maii 2026
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(OOAKAOPEH KOHLEPT
+SAUTPAAN AASAPKN" — NMOAABPXAHE
HA UHTEPECA KbM TPAAULUMNTE

pon. n-p Pocunia begesa

O6buuast ,JlasapyBane” Oellle Ipech3fajieH BbB IPa3HUYHIA
(dONKIOpeH KOHLEPT ,,3aurpany masapku’ , cbCTosin ce Ha 04.04.2026
Ha CIjeHaTa Ha YHMBEPCUTETCKY TeaTbp Ha HoB Obirapcku yHUBepCH-
teT. KoHIlepTHaTa mporpama BK/IIOYBAIIIe JIa3apCKU TAaHIV OT pas3ind-
HJ PerVOHNM Ha CTPaHaTa, My3MKa — U3I'bIHeHNA Ha Jlasapcku necHn
akanerna, obpaboren donkmop. OpraHusarop 1 Bofell Ha KOHIepTa Oe
mow. i-p Maprapura KpbcreBa-CrortueBcka. Tst aHOHCHpPa CHOUTIETO
Ipel IPUCHCTBAINTE CbC CTICAHUTE AYMU: ,Hacmosuuam xonyepm
e noceéemeHn HA eOUH oM HAli-Kpacusume NPoseMHU MOMUHCKU 00U-
uau ,/lasapysane”. IlpasHuxk, nocéemen Ha MAA0OCMMA, KPacomama
U 80DXHOBEHUENO 34 Heuyo Ho60 U Kpacuso. Llenma Ha koHuepma e oa
6v0am npedcmaseHu na3apcKume mpaouyuy om pasnudHume peeu-
OHU Ha cmpanama. Bceku edun om max noka3ea cmuna U xapakmepa
Ha necHume, My3uKkama u maHyume Ha omoenHume emHozpagcku 06-
nacmu.” Ha KOHLIIepTHUA MOAMYM 06uvaAT ,,JIazapyBaHe” bele mpen-
CTaBeH IIpe3 IOIJIefla M VHTEepIpeTalyATa Ha PasiudHu ONKIOPHK
taHoBy gopmanyy: Tanunosa popmarys ,I'pornanka” Ha HBY, Akape-
MudeH ¢onkaopeH ancaMOwn ,,JiBaH Togopos® — Codus ¢ ppkoBORHK-
ten 3ppaBko Jumurpos n Illkona 3a ¢ponknopHn BAbXHOBeHNA ,Onra
Bbopucosa“ - Co¢us ¢ pwvrkoBopuren VBaino Mamxkapos. O61ek10TO
Ha TaHIbOPUTE, BK/IIOYBALIE €IeMEHTU OT TpaJjUIMOHHATa 0OpefHa
HOCHsI Ha Ta3apKuTe, yKpaca 3a [7laBa ¥ aKcecoap: BEHIN U [[BeTs, Ha-
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12. POCHLIA BEYEBA. ®OJIKJIOPEH KOHLIEPT ,3AMT'PAJIN JIA3APKII ...

KITH, TAYHOBO I1epo (IIaByH).

ITbpBMAT TaHI] OT KOHLIEpPTHATAa IIpOrpaMa — B M3II'bIIHEHME Ha
crypertutre ot T® ,Tpomanka“ 6emre ,,Epkeukn ymasapku’ ¢ Xopeorpa-
¢us Ha Maprapura JInkoBa, HOCTaHOBKA Ha foll. fi-p Maprapura Kpnbc-
teBa-CroityeBcka. KOHIEPTBT MPOABIXY C USI'BTHEHUATA HA MOMU-
yeTaTa OT AKafieMndeH (oKIopeH aucaMosi ,,JIBan Tomopos®, kouTo
npepcraBuxa ,,Illorncku Jlazapku“ oTHOBO ¢ Xopeorpadust Ha Maprapu-
ta JIukoBa. Creq, ToBa T® TpomaHka mpeAcTaBy CBOS Hall-HOB TaHII,
HaIpaBeH CIelaaTHO 32 TO3U KOHLEPT — ,,[IposieTeH MOMMHCKM TaHIL
¢ xopeorpadust Ha [Januena J[>keHeBa, B KoiTo ce BKmoun u Illkomara
3a (ponKnopHY B bXHOBeHMs ,,Onra bopucosa®

KonneprsT Oemre 3akpuT OT BofeljaTa fou. A-p Mapraputa
KpnbcreBa-CroitueBcka, KOSATO B CBOUTE 3aK/IIOYUTETHU AYMU IIO3-
[ipaBU YYaCTHULIATE U OTOCTIA3A: ,,CBC CB0AMA NIEKOMA HA U3NBIHEHUE
U Maticmopcko npesvnavUeHUe MOMUYEMAMA HU NPEHACAXA Om eOUH
Kpati Ha cmpanama Hu 0o opye’ .

Bopemo npuchcTBIe B KOHIIEpPTHATA IIpOrpaMa MMallle TaHIIoBa
¢dopmanus ,,I'ponanka” Ha HoB 6bIrapckyt yHUBEpCUTET, YMUTO Chb3-
fiaTes1, pPbKOBOANTEN 1 Xopeorpad e pgon. Maprapura Kpbcresa-Croit-
4eBCKa — JOKTOP MO MY3MKO3HAaHUe I My3MKa/JTHO M3KYCTBO U JIOLIEHT
mo Owarapcka gonkmnopHa xopeorpadus u donknopucruka B HBY.
ITpe3 mocegHNUTe TOAMHY TS AKTUBHO pabOTH ¥ C alyMHU Ha IIpOrpa-
MUTe 10 OBArapcky (ONKIOpP KAaTO Ch3fIaBaT CbBMECTHU TBOPYECKY
npoekTu. IIpe3 2023 mpoBefe MaiCTOpCKM KIac 1o Obarapcku ¢os-
knopHu TaHy B Zhejiang Conservatory of Music, Hangzhou, Kurait
(30.10-07.11.2023), KOfeTO MPEACTaBM KPAacoTaTa U TPagULMUTE HA Ha-
IS TPAfUIOHEH (OTKIIOP.

Cop3pazena npes 2002 ¢popmanus ,,Iponanka’ B HBY uma mHoro-
OpoitHM y4acTys BB (pecTUBAIN U KOHLIEPTM B CTPAHATa U Yy>KOMHA.
Hocnren e Ha Harpagy oT KOHKypcHu, MeXay Kouto: [TbpBa Harpasia Ha
KOHKYypca ,IIpT xbM cmaBara“ (2024); Harpagara nHa IToconctBoTo Ha
Penrybnuka beinrapus B Peny6nuka CeBepna Maxenonus u ITppBa Ha-
rpaja 3a Hali-goOpo n3mbiIHeHMe Ha [InprHCKY TaHI IO BpeMe Ha [JHu
Ha 6brrapckus Gonkop, Kynrypa u rpagunyu B Oxpup (2018). Tlema-
rormyeckara KoHuennus Ha fon. KpbcreBa-CroiiueBcka e CBbp3aHa C
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upesTa popmanus ,,'ponanka” #a e obenuHsABall GAKTOP B YHUBEp-
curera. Exumpr Ha QopmanusaTa mpes TOAMHNUTE HA CBOETO CBHIIECT-
ByBaHIe BK/IIOUBA He CaMO CTYAEHTH OT CIelViaan3anus ,0barapcka
¢donknopHa xopeorpadus u pexxucypa’, Ho U CTYAEHTU OT PasINuHU
CIIeLIMa/THOCTY Ha IIPOTPaMuUTe IO MY3MKa, HO M OT PasIMIHU JPyIK
nporpaMy U3BBH IpodecroHaTHO HampasiaeHue 8.3. MysukaaHo u
TAHI[OBO M3KYCcTBO Ha HOB OBIrapcky yHUBEPCUTET, OOeAMHEHU OT
uyieATa 3a MaruATa Ha TaHIA.

B 3akimoyeHne, 61x nckana ga oTbenexxa, ye GOIKIOPHMUAT KOH-
LepT ,,3aurpajay Ja3apky’ € efViH CbBPEeMEHEH Ha4MH 3a IIPeCTaBsHe
Ha )XMBaTa TpajuLnsi-oopen Ha KOHIepTHMS moanyM. [Ipes rogunnTe
CBM IPUCHCTBAIA HA He efUH (OIKIOpPEH KOHLEPT-CIIEeKTAK'b/I OT Op-
raHusupanute B HoB 6birapcku yHusepcuteT. B Te3u koHuepry, ma-
Ball[Y BH3MOXXHOCT Ha IIPUCHCTBAIINUTE [ja Ce JOKOCHAT JI0 IyXa, aTMOC-
(epara 1 KkpacoTaTa Ha OBITapCKUAT HONKIIOP U MY3UKaTHO-TAaHLIOBO-
TO M3KYCTBO, HAMUPA U3pa3 U MAesITa TPagULMNTe fa OBAaT ChXpaHeHN
U IpefaneHn Ha ObpemuTe nokoneHusa. OCHOBHA poOis 3a HOAbp)KaHe
Ha MHTepeca KbM Tpaauuuute B HBY nma gou. Kpberepa-CroriueBcka

25.07.2026
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3A KHUTATA
+LCTUAUCTUNYUYHN OCOBEHOCTU B
BEbATAPCKATA POK MY3NKA AO HAYAAOTO
HA 90-TE TOAMHWN HA XX BEK" C
ABTOP A-P HEAU MAPUHKOBA

npod. EnncaBera Brmunnosa-Yennosa, 1.H.

B kuurara cu ,,CTUINCTIYHY 0COOEHOCTH B O'b/IrapckaTa poK My-
3MKa o Hauanoto Ha 90-Te roguuyu Ha XX Bek” (2026) 1. ac. i-p Henn
MapuHkoBa NpOAB/IKaBa CBOMTE M3C/IEABAHMS BBPXy Obarapckara
non Mysuka. [TosHaBaM MHOTO Jo6Ope JucepTaliMOHHUA U TPYH »,Bmu-
AHMETO Ha Olyca BBPXY OBIrapckara IIOI MysMKa 10 Kpas Ha 80-Te
ropuan Ha XX BeK", KOMTO IIONTy4M BMCOKa OLIEHKA ¥ YCIINIHO Gelre
3alMTEH KaTo JoKTopar npes 2015 1. B HBY. B Hero 3a nbpBu et BIN-
SHMETO Ha OJTyca BbpXy IIOIl My3MKara Oellle pasIjiefiaH ¥ B My3MKaJl-
HOTeopeTuyeH acnekT. ChbIusa KoMIUleKceH nogxon Henn MapuHkoBa
IpujIara M cera, MpOC/eAsABaliK/ KOHKPETHO POK BIMSHMATA, KOUTO
¢dbopMupaT CTUINCTUIHNATE 0COOEHOCTY B OBITapCKUTE MeCeHHM 06pa-
311 ¥ B CTMJIA Ha USI'BTHUTENNTE. BCOKO IleH HallpaBeHNTe aHAIU3K
Ha ,BeuHnte BI' xuToBe“ B Tasu xaHpoa cdepa. Bp3 ocHOBa Ha TAX
T GopMynupa crennyKara ¥ OCHOBHIUTE CTYIOBY HAIIPAB/IeHNUA IPK
OBIrapcKuUTe POK USI'BIHUTENN IIpe3 pasmIeKAaHUTe JIeCEeTUNIeTS —
TeMa, KOATO /10 T3V MOMEHT He e 611/1a 00eKT Ha CIlel}aIHO IPOyYBaHe.

MHoro Ba)KHU Ca IMYHMAT IIOITIEH Y IPUAOOUTHUAT USIIBIHU-
TEJICKM OINT, KOUTO Ca B OCHOBATa ) HAyYHNTE MHTEpecu Ha aBTOp-
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KaTa. V3pacHaya ¢ IecHUTe Ha 3HAKOBU MMeHa Karo ,,Queen®, ,ToTo",
»Nazareth, ,Kansas“, Tuna Tspubp, Yutan XwocrpH, Cenun [InoH
u ap., fo 2007 r. Henmn MapuukoBa pabotu ¢ rpynute ,DeporoHS,
»Zodiac®, ,Rich band“ n ,,Favorite“ u nma MHO>XeCTBO M351BU y Hac U B
qy>k6uHa, a B lepuopa 1997 — 2002 r. ¢ Eruen JleBu cbh3paBaT TBOpUec-
K1 TaHzieM ,Etuen n Henn® n peannsupar MHOroOpoitHy ayamo3aru-
CM, BUZICOK/INIIOBE, YYaCTHsI B Pajiyio ¥ TeJIEBU3MOHHM LIOY IPOrpamMm
Y pelMTany Ha rojaeMurte Obarapcku KoHkypceu. ToBa M Hocu Bropa
Harpajia Ha MexxpyHapopguus ¢ecrusan ,3matHuAaT Opdeit” (1998) ¢
neceHTa ,[Ipukasen cBat" u Ha [TppBa Harpaga Ha XXX ro6ueen IIpo-
JIeTeH PaiOKOHKYPC ¢ neceHTa ,,Ilornexn kM Mama“ (1999).

CrieiasiHo 1e TMOAYepTas ¥ HelfHaTa MHOTO yCIIeIIHA Iefaro-
rMYecka IpaKTyKa Karo npenogasaten B Hos 6barapcky yHuBepcurer
n HanmoHamHOTO My3MKamHO yuuauiie ,,JIlo6omup Innkos®, MHOTO-
OpolTHUTe yCIleX) Ha HeJTHUTe YYeHNIY Ca APKO CBUJETE/ICTBO 3a TOBA.
Hejo moBedye, HAKOM OT BB3MUTAHMUIUTE M Bede MMAT CBOV BOKATHM
KO/, M3TIO/I3BAVIKY IPUOOUTITE 3HAHNA 32 BOKATHO Y apTUCTUIHO
U3TpaXKflaHe ¥ YCHBBPILICHCTBAHE.

B xuurara cu Henu MapuHKoBa nogdeprasa, 4e ,pOK My3MKaTa
C IHEIIHa JlaTa Ce Hajlara KaTo OCHOBHA B IeJaTOTMYeCKMs MpoLiec Ha-
pexn cbe cTunosete 671yc, coyi, GBHK, IO 1 ap-eHA-6u. B Tasu Bpb3Ka
B CIIeL|a/IN3MPAHNTE MY3UKa/THN y4eOHY 3aBefIeHVA T4 € YacT OT 3aJ/10-
JKeHara IIporpaMa Karo cTuioBa crenuéuka“. V ToBa usucksa fa 6bae
npoydeHa. Ta3y HeilHa yOe[eHOCT € U OCHOBHATa M MOTMBALUA Ja ce
HAcouy K'bM I0-[eTAl/THO BITIOK/JaHe B IIPOLIECUTE M CIIEUPUKNTE Ha
POK My3HKara.

CTpyKTypaTa Ha TeKCTa pasKpuBa SICHO (OpMyIMpaHNUTEe KOH-
KPETHM LIeJI), KOMTO aBTOPKAaTa CI ITOCTABSI.

[I'bpBara I71aBa e MOCBeTeHa Ha OPUTAHCKMA POK KaTO OCHOBA Ha
>KaHpoBarTa KynTypa npes 60-te roguamu Ha XX BeK, KaKTO U Ha BJIuUA-
HIETO MY BBpXY Oblrapckara pok Mysuka. [IpocieneHu ca mpouecure,
CBBP3aHU CbC CH3[JaBAHETO HAa OPUTAHCKNA POK, OCHOBHIUTE CTVUJIOBE 1
BOJIeLINTe TIPeACTABUTENN Ha OPUTAHCKMSI PUTHM eHJ O71yc, 3HadeHe-
TO MY 3a Pa3BUTUETO Ha eBPOIIEIICKaTa IOl My3MKa.

Bropara, TperaTa u 4eTBBpTaTa I7IaBa aHaMM3MUPAT OBATApCKaTa
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13. ECINCABETA Bb/ITYMHOBA-YEH]JOBA. 3A KHUTATA ,,CTH/INCTHUYHI ...

pok My3uka mpe3 60-te, 70-te u 80-Te rogyuu Ha XX Bek. YoeauTenHo
U apTYMEHTMPAHO ca MPOC/IefieHN CTUINCTUYHUTE IPOMEHM, OCHOBA-
HI Ha BbBefleHNTe My3uKanHu aHanusu. [Ipes 60-Te roguHy LeHTpal-
HI Ca BIMAHMATA Ha OpUTAaHCKaTa pOK My3MKa BBPXY TBOPOUTE, KOUTO
ce MpMeTH 32 ,,MiIeHTH(PUKALMOHEH OBITapCKy MOJeN . 3a JIeTUTUMMI-
paHeTO Ha POK MY3MKaTa y HaC B Ha4a/loTO ¥ IIpe3 BTOPaTa II0JIOBMHA
Ha 70-Te TOAMHM BaKHa pons MMa MIIafeXKUAT KOHKypC 3a 3abaB-
Ha IIeCeH, KOiTO (OKycHpa ThpPCEHUATA B IIOJIETO HA POK Ky/ITypara
U TIpe3 ClefiBalljuTe NeCeTWIeTA, X Ha Ta3U MHCTUTYLUA € OTAe/IeHO
crrenyanHo MACTo. HampaBeHa e XxapakTepucTyKa Ha poK ¢popmanym-
Te, M3BEJEHN Ca MHUAN/YaTHUTE VIM YePTH, IIapaie/IHO Ca pasIyefaHu
aBTOpPCTBaTa Ha IPyNINUTe ¥ KOMIIO3UTOPCKOTO TBOPYECTBO, KAKTO U aB-
TOPUTE Ha TeKCTOoBeTe. Bb3 OCHOBA Ha XapMOHMYHUTE aHANN3Y HA XU-
TOBUTE TBOPOU ca u3BefieHN 06001IaBaInTe TeHAeHIVN. B yeTBbpTaTa
I7IaBa, 03aI/laBeHa , ATIOTell Ha POK KynATypaTa B bbnarapusa npes 80-te
rogvay Ha XX BeK', aBTOpKaTa CbyMsBa Ia 0OXBaHe BCe IO-II'bCTpaTa
KapTMHA Ha POK MY3MKaTa y HAC, IpOCIeNABalKI IIPOMeHNUTe B CTU-
JIOBUTE MOAHAINpaB/IeHns. LleHTpanHa TeMa ca ,37aTHUTE  TOAVMHY Ha
O'BIrapcKIA POK M IOSIBaTa Ha HOBATa reHepaLns MY3UKaHTIL.

KHurara npezcrass 3a I'bpBU II'bT B II0JIETO HA MY3MKOJIOTMYHU-
Te TPY[OBE y HAC Is/IOCTHaTa MHOTOCTPaHHA KapTHA Ha POK My3MKaTa
B bnrapusa npes 60-te — HavanoTo Ha 90-Te roguHN. B Tasu KapTmHa
Morar fia O'bfjaT IpOC/IefieH TeHeHIIUY 1 MIPOLeCH, MIMeHa Ha aBTOpY
U UBITB/IHUTENN, TBOPYECKY ITOYEPLM U USITBIHUTENICKU CTUIOBE, KO-
TO JOITB/IBAT IIPEACTaBaTa HU 3a Tasy My3UKaJHa ¥ KyATypHa cdepa B
bbarapus.

dakTonoruATa € MpeLn3HO BbBeieHA, U3II0/I3BAHN Ca PA3INIHY
M3TOYHMIY — OT OCHOBHY ITyO/IMKAIY Ha O'BITapCKU U Yy>KAeCTpaH-
HI aBTOPY JO PAa3/INYHM JOKYMEHTATHY MaTepyaay M HOTHU U3JTaHNA.
Hamnpasennure u3BoaM ca ,,03By4eHM CbC CTWIMCTUYHU U MY3UKas-
HOTeopeT4yHM aHanu3nu. OCBeH IMONI3BaHATa IUTEpaTypa, B OCHOBHUA
TEKCT ca II0COYeHM NMHKOBE KbM MY3MKaTHUTE U3II'bIHeHN:. Taka us-
CJIeIBAaHETO € IIPUHOCHO M C BK/IIOYEHN A B HEro OoraT eMIypuyeH Ma-
Tepuall.

Texcrbr Ha Hemm MapuHKoOBa e OTBOpeH 1 3a ObelLy IpOoyYBa-
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MJIAL HAYYEH OOPYM 3A MY3VKA ¥ TAHILI, 6poii 20. Hayunu peyensuu

Hus. ToBa mponnvaBa 1 OT IOC/IETHATA I7IaBa — ,,BMecTo 3akmoueHne”,
K'bJIeTO 000011IeHO € KOMEHTVPaHa ,0'b/IrapcKaTa POK My3MKa KaTo 4acT
OT CBBPEMEHHOTO BOKAJTHO OOydeHMe IIO IIOIl M fKa3 meeHe”. Tema,
KOATO CU 3ac/Iy>kaBa Jja O'bjile KOMEHTUpaHa B O'bjiellle ¥ OT MeTOAMYe-
CKa I7IefHa TouKa. Ho HecbMHEHO HalpaBeHNTe CTVUINCTUYHY U MY3H-
Ka/THOTE@OPeTVYHY aHa/IU3Y Ilje O'b/JaT OCHOBATa 3a TOBA.

IosppaBasam Henu MapuHkoBa 3a kHurata. CUTypHa CbM, Y€ T
1ie O'bfie MHTepeCHa ¥ MHOTO ITO/Ie3Ha Ha Pa3HOPOJIHA YMTATeJICKa ay-
IUTOPUSI — U3CTIEOBATENY, U3IIBTHUTENN, BOKATHU [T€jaT031 U, pa3omu-
pa ce, MOYMTATENN HA POK My3MKaTa.
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Mnao Hay4eH ¢hopym
3a My3uKa u maHy

KOH@hepeHUuUs ¢ MexXx0yHapoOHO yyacmue

6pol 20

B HacTtoAwma C6opHMK 20 Ha ,Mnag HayyeH Gopym 3a My3uKa U TaHL', KONTO ce
ABABA W KaTo tobuneeH, ca nybnukysaHn 30 goknaga C pa3HoobpasHa TeMaTuKa
(nopbpaHn ypes3 ABOWHO TaliHO peLieH3MpaHe, CbIlacHO M3faTenckaTta noauTKa
Ha eXxerogHuka): Mysuka (cb3gaBaHe, MHTEPrPeTMpaHe, aKyCTuKa, 03By4YaBaHe,
3BYKO3anuc 1 Buaeopeanusalmu, npenogaBaHe, UCTOpUA, Teopud, CTUINCTMKA —
Knacuka, nonynapHa My3urKa, eNeKTpOHHa U AUTUTaNHa. . .), TaHL, KakTo U CLLEeHUYHU
N3KyCTBa (TeaTbp, KNHO... — OCMUCTIAIHUA, PEXNCYPA, XaHPOBe 1 Ny6nnku), nute-
patypa. OcBeH genaptameHT ,My3urKa” npeay roguHN KbM Hac ce NpucbemHuxa
Konerun ot apyru aenaptameHt B HBY. Ho yyactHuuuTe B KOHdepeHLuATa, pecn.
aBTOpUTE Ha [OKNAAWTE, Ca JOKTOPAHTW M MOCTAOKTOPAHTM OT bbarapua n uyx-
6uHa (Utanusa, Copbus, Kocoo, Kntait) n He ca camo ot HBY, a n ot gpyru Brcwn
yunnuia u nHCTUTyummn. B cbopHumka 3a BTopa rogmHa ce nybnmnkyBsat 1 peLeH3um
Ha BUCOKOKauYeCcTBEHU CbOMTUA Ha AenapTameHT,My3uKa“, KakTo 1 3a MoHorpadum
Ha Koneru ot genapTamMeHTa. Taka Te MoJsiyYaBaT CbOTBETHOTO HAay4YHO MHEHMe 3a
cBOSATa paboTa.
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