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YBoxa

TBoOpuecTBOTO 3a KiapuHEeT mpe3 XX BEeK € HeIOCTaTh4HO
M3ClieIBaHa TEPUTOPUS B HaydHaTa JaurTeparypa B bearapus. M3BeH
CTpaHaTa Ta3H 00JIacT Ha U3CIIEABaHE ChILO HE € pa3paboTBaHa 4eCTo,
HO CBIIIECTBYBAT IIOCBETCHH HA HEs TPYAOBE, CTYANH, cTaTHH. Temara
Ha JTIOKTOPAHTCKHSA TPy € BB3MOXKHOCT HAYyYHOTO H3CIICBAHE Ja
3allbJIHM YacT OT Ta3W JIMICAa Ype3 aHAIW3UpaHe W CpaBHSBaHE Ha
YeTHpPHMa pa3IMYHH B CTWJIOBO OTHOIICHHE CBETOBHOHM3BECTHHU
aBTOPU W TEXHHTE YTBBPACHU 3a peneproapa Ha ChBPEMEHHUS
KJIQPUHETUCT BUPTYO3HH TBOpOW. PesynraTure OT M3CIENBAaHETO H
CPaBHEHHETO Ha TE3H IPOU3BEICHUS MPOCIEASIBAT HOCOKUTE, B KOUTO
ce € ABWXKHII XaHPBT ,,KOHLEPT 3a KiapuHeT mpe3 XX BeKk H
Pa3BHTHETO HA TEXHWYECKHTE BB3MOKHOCTH B H3IIBIHHTEICKOTO
MaiCTOPCTBO IO OTHOIIEHHE Ha TO3M HHCTPYMEHT. Yerupute
MPOU3BENICHHS Cca Pa3riieZlaHd B KOHTEKCTa Ha OOIIONPOTHYAIIUTE
nporecH Ha Bpemero. Ch3aBaHu npe3 npuOmm3uTenHo 20-roaunieH
WHTEPBaJl OT BpEME W TPEJCTABSIT PA3BUTUETO HA MEXITYHAPOIHUTE
KOMITO3UTOPCKH MIKONW. M3BoamTe OT wW3cieqBaHETO Morar Ja
neduHUpaT MO-IBJIHO o0Opa3a Ha J>KaHpa M Ja JONpUHecaT 3a
oOorarsBaHeTo Ha ObBJrapckara HaydyHa JIMTEpaTypa B JajeHaTa
obnact. ChlllecTBeHa Lell Ha JUCEPTAMOHHUS TPYA € Ja JOKaKe, Je
CIIOXHOCTTa Ha TEKCTa € JOKa3aTeICTBO 3a PABHONOCTABEHOCT M
BUPTYO3HOCT Ha HHCTPYMEHTA KJIAPUHET B KJIACHUECKaTa My3HKa.

U360pbT Ha Temara € ompeneneH OT HM3CIEHOBATENCKA U
W3IIBIHUTEIICKH WHTEPEC, CBBP3aH C KOHIIEPTHATA HM3ITBIHUTENICKA
pabora u mpoOieMuTe, KOUTO MY3UKAaHTHTE CpelmaTr mpu
MOJITOTOBKATa W HW3IIBIIHEHUETO Ha TBOPOM C OCOOEHO BUPTYO3CH
xapaxTep. TpyabT npeacTaBisiBa HHTEPEC €AHOBPEMEHHO 3a MJIaJIU U
YTIBBPJACHH W3IBIHHUTENN M MPEeNocTaBss WHPOpMaLus, 3aaba00ueH
aHaIN3 M KOMIUIEKC OT MPaKTHYeCKH chBeTH. KbM 1enure Ha Tpyna
ce BKIIIOYBA M BB3MOXKHOCTTa Aa ce MPOoOyIM MHTEPEC KbM PAIKO
M3IBJIHABAHN TBOPOU M 1a e HAChpUYaT MY3UKAHTHUTE J1a H3IIBIHIBAT
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pemeproap ¢ OCOOCHO BHCOKa CIOXKHOCT. M30poeHoTo HOOTyK
OlpeneNiss aKTYyaJHOCTTa M Heo0X0JMMOCTTA OT HACTOSILIOTO
U3cJIeIBAHE.

UHTepechT Ha KOMIIO3UTOPUTE KbM HMHCTPYMEHTa U
BB3MOXKHOCTTA Ja C€ Cbhb3JaBaT M M3NBIHABAT BHPTYO3HU
MPOM3BEICHUSI Ca CBBP3aHU C TEXHHUYECKOTO YCHBBPIICHCTBAHE Ha
caMMsi MHCTpyMEHT. ToBa JOBeXzZa IO Pa3BUTUETO Ha JKaHpa U
JOCTHTaHe 10 BbPXOBU MOCTH)KEHUSI B TBOPUYECTBOTO 32 KIIAPHHET B
neproga Ha XX Bek. O0eKT Ha U3cjIeBaHe HA HACTOSAIINS TPy ca
npousBenenusTa Ha Kapn Hwuncen (,,Konuepr 3a kmapuner u
opkectbp™), ApbH Komnana (,,KoHuepT 3a KiapuHET, CTPyHHH H
apda“), XKan dpance (,,Konmepr 3a knmapuner*) u Equcon [lenncos
(,,Konuepr 3a kmapuner). PemeproapHara TepuTropus B
TBOPYECTBOTO 32 KJIapWHET Ha Obp3opa3BuBamms ce XX BeK, KOSTO
CBHIIO € M Hali-oOIMpHA U CIIOXKHA, € HE JOTOJIKOBa M3cielnBaHa. B
HACTOSIIIOTO M3CIIE/IBaHE 32 IIBPBU BT CE MPABH OIKT 33 Ch3/[aBaHe
Ha 0000meH o0pa3 Ha ’kKaHpa Mpe3 TO3M IEPHOJA B MPOTHBOBEC HA
qy)KJIeCTpaHHATa Hay4Ha JINTEPaTypa, B KOSATO CHIIECTBYBAT TPYIOBE
3a BCSIKO OT ITPOU3BEIEHUATA 110 0TAenHO. O00CHOBKaTa 3a n300pa Ha
WMEHHO TE€3U NPOM3BEICHUS KaTO OOEKT Ha H3CJEeIBAaHE MOXKE €
ThpCEHAa B HAKOJIKO MOCOKH:

1. Bceku OT KOHLEPTHTE NPEAM3BHKBA acoOLMaLUs 32
KIIAQPUHETUCTHUTE ChC CBOUTE CTIIEIU(PUKHU U XapaKTEpPHH 0COOCHOCTH;

2. Yernpure mNpOW3BEACHUS IOKA3BaT KOMIIO3UTOPCKUTE
CTHJIOBE Ha CBOUTE aBTOPH, C KOMTO HaH-BEPOSITHO OM ce CpelIHal
M3IBIHATENAT Ha pereproap or XX Bek: moaepuusbM (Hwusicen),
aMEpUKaHCKH HEOPOMaHTH3bM C pkazoBa xapMmonus (Komnann),
HEOKJIaCHITU3bM C MeloandHo 3BydeHe (DpaHce) M mocraBaHraps
(/lenmcos);

3. M30panuTe KOHIEPTH ca NpUMEpP 32 CBETOBHOTO
JBIDKEHHE Ha KOMIIO3UTOPCKUTE ThPCEHUS U JOCTIKEHHS Ha
BPEMETO M TPEACTAaBAT Pa3IMYHH HAaUMOHAIHU (JaTcka, (peHcKa,
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aMepHKaHCKa U PyCKa), KaKTO ¥ CBBP3aHM C MPENOAaBaTENH, IIKOJIH
(®pance n Kommana ca yuennn Ha Hags bynamxke).

W3noxkeHoTo craBa OCHOBaHME Ja ObAe pasrielnaH
CBBP3aHUAT C TEMaTa Ha HACTOSIIHS TOKTOPAHTCKH TPy MpeAMeT Ha
U3CcleBaHe — MY3MKaJTHO-U3pa3HU CPEJCTBa M HWHTEPIPETAUOHHH
MOOXOAW TIpH ETamuTe Ha OBJIAsBaHE HAa HOTHHUSA TEKCT Ha
KOHLIEPTHTE ¥ HEroBara WHTEpHpeTanus. TpyapT NpencTaBs
W3ITBIHUTENICKATA TIICHA TOYKA.

IenTa Ha U3CIeIBAaHETO CE CBEX/IA 10!

e CcpaBHABaHE HAa YETHPH IPOM3BEICHUS OT XKaHpa ,,KoHIepT 3a
KJIapuHeT, ch3aaneHu npe3 XX Bek;

e ompezensHe CennpUKUTE Ha XKaHpa 32 MHCTPYMEHTA,

e oOdYepTaBaHE HAa OCHOBHUTE HMHTEPHPETALIMOHHU TOAXOIH —
OTHpaBHAa TOYKAa 3a M3MBIHUTEIMTE M MOATOTOBKA 3a
W3ITBITHEHNE HA KOHIIEPTEH MaTepral C BHCOKAa BUPTYO3HOCT.
3agauum Ha U3CIIEBAHETO:

1. Jla ce nanpaBu m3uepmareneH oudmuorpadcku 0630p Ha
ChIIlECTBYBAIllaTa Hay4HA JINTEpaTypa, CBbpP3aHa C pas3riIeiKIaHUTe
NPOM3BE/ICHHS, TEXHUTE aBTOPU M U3CIIEIBAHUTE IPOOIEMHU;

2. Jla ce pasriena 0OCTONHO HOTHHUS TEKCT HA U3CIICABAHUTE
MPOM3BEICHHS] — TPEANOCTaBKa 3a MPABWIICH IOCIE/BAIl aHAIN3 H
3aabpiI0ovaBaHe B criel(UKara Ha €3UKa Ha aBTOPHTE M TEXHHTE
UJCH;

3. Jla ce u3rpaju IbJeH U OAPOOCH CPaBHUTEINICH aHAIHU3 Ha
YeTUpUTE KOHIEpTa 4Ype3 npoduinpane Ha TEXHUTE UHIUBHUILYaTHU
XapaKTePUCTUKHU U CTUIT,

4. Jla ce AOCTUTHE 10 M3BOJM, Kacaelld W3IbIHUTEICKATA
MPaKTHKA U 12 C€ U3BEIaT Bh3MOXHH PEIICHHUS 32 HHTEPIPETAUOHHH
MOJXOAW TMPHU TOATOTOBKAaTA W HW3INBIHEHUETO Ha YETHPUTE
pasrieKaaHu MPOU3BEACHUSL.



MeTtoau Ha u3cienBaHe:

oubnmorpad)cku aHanu3 — 4Ype3 U3CISABAHE HA JIUTEPATypa,
CBBp3aHa C TMpenaMeTa ©W OOEKTHTEe Ha JAHCepTanusiTa
(BKJTIOUMTENHO pa3TCKAaHETO Ha HaydHa JUTepartypa U
HOTHH TEKCTOBE);

CpPaBHHTEJECH aHaJlN3 — CpaBHEHHWE Ha. W3IIOJI3BAHATE
MY3UKAITHO-U3Pa3HU CPEIICTBA B COJIOBUTE M OPKECTPOBUTE
MapTMd Ha KOHIEPTHUTE, KOMIIO3WIUSATA Ha TBOpOWTE,
KOMIIO3MIIMOHHATa TEXHUKA M CTHJIOBHUTE OCOOCHOCTH Ha
TCXHUTC aBTOPU,

EMITUPUYCH METOJI WJIM METO]] Ha BKIIOYCHOTO HAOJIIOICHUE:
ype3 HaONIO/IEHWEe Ha W3ITBJIHUTEICKATA TPaKTUKa W 4Ype3
OIMUT OT JIMYHO H3BHBPIIBAHC HA H3MBIHUTCIICKA IMPAaKTUKaA
(aBTOPPT Ha W3CINEABAHETO € W UBIBJIHATEN Ha
MIPOU3BEICHUSTA).



|. lIpBa raaBa. KoHueprshT 3a KJIapuHer
npe3 XX Bek

I.1. KoHuepThT 32 KJIapUMHET — HCTOPHS, PA3BUTHE U
NPUCHCTBHE HA KaHPa B MY3MKAaTa 3a HHCTPYMEHTAa mpe3
XX Bek.

OmnpeneneHrne W CBEACHHE 32 MCTOPUYECKOTO pPa3BUTHE Ha
’aHpa ,,KoHLepT 3a KiIapuHeT M 3acHUIBAaHETO Ha HMHTEpEca KbM
xanpa mpe3 XX Bek. B To3u nepuoz Hag 100 3HAYMMU KOMIIO3UTOPH
OT 1511 CBSIT MUIIAT KOHLEPTH 33 KJIApUHET, cpel Tsax: M. Apnoing, FO.
boua, E. Jlenucos, E. Kaptep, A. Komnann, [Ix. Kopunsuo, K.
Huncen, JI. [Tunxos, VY. [MucteH, U. CrpaBuncku, A. Tomasn, J[x.
Ouranm, XK. dpance, A. Xaptman, A. Xunbopr, II. Xungemwur,
(onmcanue B TabnuveH BuA). pyru BasKHU IPOU3BEACHUS B )KaHpa Ha
COJIOBOTO H3ITBJIHEHHE B CHIPOBOJ HA OpPKeCThp BKItouBaT: .
by3onu — ,KoHmepTtuHo 3a KjIapwHET W KamepeH opkecTbp®, JL.
Bwvpucreitn — | llpemon, ®dyra u Pudose”, T. Takemurmy -—
,,@anrasma/Kanroc”, O. I'onuxoB — ,,ChbHMIIATA U MOJUTBUTE HAa
Hcaak Cnemn”, M. bpyx — ,KoHuepr 3a kimapuHeT, BHOJA H
opkecTbp®, ,,KoHLepT 3a cono knapuner ot B. byku*, K. Ilennepeuxu

»KoHuepro rpoco Ne 2. Ilpe3 XXI Bek uHTEpechT Ha
KOMITO3UTOPHUTE KbM KJIapHHETa OCTaBa BCE Taka MHTEH3MBEH U Taka,
Makap ChbBCEM HOBH, mpousBeneHusTa Ha K. Axo, JI. Jlubepman, M.
Jlmapbepr, E. PayraBaapa, K. Caapmaxo Bede ca ce HaJIOXKHIU KaTO
OCHOBHH 3a >KaHpa (OTHOBO MPEJICTABEHU B TaOJIMUYECH BUJ).

[IpencraBen e npersien Ha OBJTapcKUTE TBOPOM B JKaHpa OT
XX u XXI Bex (manau or Chro3a Ha GBLITapCKUTE KOMIIO3HTOPHY),
Ta6nuna 12

! Vebeaiit na Cphro3a Ha GbirapckuTe Kommosutopu: https://ubc-bg.com/
2 KonueptsT Ha JI. [TUMKOB He NPUCHCTBA B Ta3u TabNHIA, Thil KATO CE € yTBBP/NI
KaTO MPOM3BE/ICHNE B CBETOBHHS PENEPTOap U CE CIIOMCHABA I0-TOpE.
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I'oguna na
ABTOp IIpoussenenue
cb31aBaHe
E. ABpamoB Konrept 3a kiaapuHer 1963
A. AranacoB KoHIiept 3a KIapuHET U OPKECTbp 2002
A. Banupos Konuept 3a k1apuHeT U CTpyHEH OpKECThp 1982
M. Bbiauanos KoHIiept 3a KIapuHET U OPKECTbp 1992
. Kekos KoHIiepT 3a KJIapyHET U KaMepeH OPKECThbP 1995
K. Wnuecku KoHIepT 3a KIapHHET U CTPYHEH OPKECTHP HEU3BECTHA
Xp. Poros KoHIiept 3a KIapuHET 1 OPKECTbP 2002
M. Kosapos KoHIiept 3a KIapuHET 1 OPKECTbP 1981
T'. KocroB KoHriept 3a KJIapuHET ¥ OPKECTHP 19583
A Myxaitos KoHIepT 3a KIapHHET U royisiM CUMGOHNYECH HeH3BECTHA
OPKECTBP
. Hunos KoHuepr 3a kj1apuHeT U OpKecTbp HEWU3BECTHA
B. ITanues KoHIiept 3a KIapuHET 1 OPKECTbP 1990
KoHIepT 3a KIapHHET, THaHO, yAapHH 1
1993
J. Caraes cuMoHmdeH opkecTbp Ne 1 1996
Konuepr 3a kapuHeT u cTpyHeH opkecThbp Ne 2
T. CroiikoB Konueprt 3a xi1apuHeT 1 OpKecTbp 1967
Konrepr 3a kiaapuHet 1 kamepeH opkectbp Ne 1 | 1984-1986
K. Tackos 4
Konuepr 3a xnapunet u opkectbp Ne 2 2002

Tabnuya 1. benrapckure TBOpOH B xaHpa oT XX u XXI Bek.

AHanmu3upaiku JaHHUTE OT TaOJUIUTE MOXKE Jla Ce U3KaKe
TBBPJCHHE, Y€ WHTEPEChT HA KOMIIO3UTOPHUTE KBM JKaHpa IIe ce
3amasW W TOBa IIE JIOBEIE A0 Ch3AaBAaHETO Ha APYTM CTOWHOCTHHU
MIPOM3BENICHHS 32 KJIAPHHET U OPKECTBP.

I.2. Konueprure 3a kinapuser ot XX Bek. O00cHOBKA
3a n300pa Ha YeTHPHUTE KOHIEPTA, peAMeT HA HACTOSL0TO
u3cjie/iBaHe.

OcHoBaTeIHA INpuYvHA 34

PasriICekKaaHe Ha JKaHpa

»»/IHCTpYMEHTaJIEH KOHLEPT“:

3 Omme mipe3 1959 r. IPOU3BENEHUETO My € HATPAJIEHO ChC CTICIUATHA HATPA/A.
4 Ipoussenenuero ¢ HarpaneHo ¢ [IbpBa Harpajaa Ha KOHKypca ,,Panconus B 7/8%,
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1. lHCTpyMEHTATHUAT KOHLEPT € €JHAKBO IOKAa3aTeJIeH 3a
MaiCTOPCTBOTO KaKTO Ha KOMIIO3UTOPA, TaKa U Ha U3IIBJIHUTEIINTE;

2. 3a MHCTPYMEHTAJMCTUTE € BBIPOC Ha MPOPECHOHATHO
IpU3HAaHUE Ja ObAaT CONUCTH Ha OPKECThP, W3IIBIHIBANKY
WHCTpyMEHTaleH KoHuepT. OT [pyra cTpaHa HU3BECTHHTE
W3ITBIHUTENN NOPBUBAT NMPOU3BEIECHUS Ha YTBBPJAECHN KOMIIO3UTOPH
n 00paTHO — KOMIIOBUTOPUTE KaHAT M3BECTHH COJIMCTH 3a
W3IIBIHUTENIN Ha CBOMUTE TBOpOU. M ABaTta ciydas ca ToKazaTelu 3a
MaiCTOPCTBO U Ka4€CTBO;

3. VHCTpyMEHTaTHHAT KOHIEPT € My3uKamHa QopmMma,
MpeloCTaBsia BB3MOXKHOCT 32  BCEOOXBAaTHO  TEXHHYECKO
CHTPYAHUYECTBO MEXKAY M3IIBJIHUTET U KOMIIO3UTOP;

4. ,,CbpeBHOBAHUETO ® Ha CIIEHATA MEXKTY COJIUCT M OPKECTHP
€ YHHKQJHO II0 pOJa CH W HE € TOJKOBA XapaKTepHO 3a OPYTUTe
My3ukainHu Gpopmu. To Moxke 1a ce cMsTa 3a ajleropysi Ha 00LIeCTBOTO
Y JKeJTaHHeTO Ha WHAMBH/A J1a IPOTHBOCTOU HA MHOYKECTBOTO.

ObocHoBKa 32 U300p HA MPOU3BEACHUITA.

1. Konneprute 3a knapunet Ha Kapn Huncen, Appa Komnana
n JKan ®dpaHnce ca ce yTBBPAUIN KaToO 3HAKOBH 3a pereproapa oT XX
BEK;

2. Bceku OT ueTHpHUTE KOHIIEpTa MMa COOCTBEH XapaKTepeH
O0NIMK M  TEXHHYECKM W  UHTEPNPETALHOHHO  pas3rphlua
BB3MOKHOCTUTE Ha MHCTPYMEHTA B pa3iIN4HA IOCOKA, O(hOPMSIIKH 1O
TO3W HAYMH €THOBpEMEHHO 00pa3a Ha )kKaHpa U My3UKaJIHO-W3pa3HUTE
BB3MOKHOCTH Ha KJIApUHETA;

3. IlpuHOCHT 3a Pa3BUTHETO Ha JKaHpa W perepTroapa 3a
KJIapuHeT € paBHOCTOeH Mexay npoussenerusara or XV II-XIX u XX
Bek. Konmeprure or XX Bek, 3a KOUTO HE ChINECTBYBa OOIIMpHA
JTUTEepaTypa, 3acayXkaBaT a ObAaT PEIUIPOYHO H3CIICABAHM;

4. KonneptsT 32 kiapuner Ha E. [leHucoB TpsOBa na Obe
pasrielaH KaTo ChIIOCTAaBUTEJIECH IIPUMEp Ha 3amajHaTa My3HKajHa

SOr MPOM3X0/Ia Ha qymarta “concerto” — ,,cbCTe3aHue .
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KYJITypa — OCBEH Ye JIOIBJIBA KAPTHHATA Ha TEYCHUATA B PA3HOINKHS
XX Bek, KOHIEPTHT € OTIMYUTENHO aBaHrapiaeH® (ompenensma 3a
TBOPYECTBOTO Ha J[EHUCOB uepTa);

5. KoHuepture SpKO MNPENCTaBAT YETUPU KOMIIO3UTOPCKHU
IIKOJIM ¥ HAITMOHATTHY TPaTUIIHH;

6. Ilopagu noguepraHata BUPTYO3HOCT Ha KOHIEPTHTE, TE ca
0COOEHO TTOAXOIAIIN 32 CPABHEHUE OT M3ITBIHUTEIICKA TJIeTHA TOYKA.

I.3. CruioBn o0co0eHOCTH B TBOPYECTBOTO Ha
YeTUPUMATA aBTOPH.

1.3.1. Kapa Huscen. B pannute TBopOM Ha Huiicen ce ycema
pusHEeTo Ha WM. Bpamc, A. JIBopxak u M. Cenncen’, Ho Haii-Beue
PUTMHUYHUTEC OBWKCHHUA W MOTHBHATa HMKOHOMHWYHOCT OT Ilerara
cumponus Ha berosen.? Ctwrst My, B cpaBHenue ¢ Su Cubennyc, e
,,CBII[O TOJIKOBA CTUXUEH, HO JIOPU C TIOBEYE CUJIA U C TI0-yHUBEPCATHO
nocnanne® ¥, B no-kbcHUTE My CMMGpOHMYHU TBOPOHU CE TIPOSBABA
pasmupsiBaHe Ha (GuiI0copcKkus XOPH30HT M 3aAbJI0OOYaBaHE Ha
CTUWJIIMCTUYHUTE U CTPYKTYPHH HOBOBBBCACHUA —AUCTAHIMPAHEC Ha
KOMIIO3UTOpa OT MOJHHMTE TEMaTWKh: PoMaHTU3BM  cpelly
MojepHOCT; CyOEeKTHBHOCT Cpelly OOEKTUBHOCT.

6 ABaHl"apI[”BT € HalpaBJICHUE B MYy3HKaTa, 3ajlaralllo Ha HWHOBalUUATa U

E€KCIIEpUMEHTA, OTXBBPJIAIIO CTATYKBOTO, KPUTHKYBAIIO MOMYISPHUS BKYC M CTPEMSIIO CE KbM
OPUTHHAIHOCT, TOHAKOTa YMHUIIUICHO NMPOBOKAaTHBHA. Moxe aa ce 0000Iu, Yye aBaHrapHaTa
My3HKa 3a€Ma CKCTpEMHa TIO3UIMA B PpaMKUTE Ha TpaauludaTa, 3a pasjidka oT
E€KCIIEpUMEHTaIHATA MYy3HKa, KOSITO ce MpocTHUpa HU3BBH Ta3u pamka.
https://www.allmusic.com/subgenre/avant-garde-music-ma0000004930;
The Cambridge History of American Music, ed. David Nicholls, Cambridge University Press,
1998, pp. 518.

7 Johan Svendsen (1840-1911) — HOpBEXKH KOMITO3UTOP, KUBST B TIO-TOIAMATA 9ACT
OT )KMBOTa CH B HaHI/IH.

8 Fanning, David. Carl Nielsen. Grove Music Online. 2001. Oxford University

Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000019930

9 Schonberg, Harold C. (1997). The Lives of the Great Composers. Futura
Publications, London.

10 Bceunuku IIPEBOAM HAa HUTATU Ca HA aBTOPA HA U3CJIICABAHETO.
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3penusaT My CTUI C€ XapakTepusupa ¢ ,,MOLIHO CIMBAaHE Ha
XpOMaTM4YHAa W YeCTO JAMCOHAHTHA  XapMOHHUS,  COJMIHA
KOHTpAIyHKTUYHA CTPYKTypa, KOHLEHTPHpaHa MOTHBHA paboTa H
CMENH pa3lIMPEHUs Ha TOHAJIHOCTTA C YECTH MOJUTOHAIHU

nacaxu.“! Huicen e OTKpMT NOAPHLKHUK Ha ,,abCOMIOTHATA
my3uka‘“!?, Cnopen Hero ,My3MKaTa, [OBEYE OT BCAKO JAPYro
W3KYCTBO,  O€3MMJIOCTHO  pa3KpuBa  CBOSL  TPOM3XOA  —

KOMIIO3UTOPHT. ' BCHUKO TOBA ONpeieisl 0COKarTa, B KOSTO 1a Oblie
aHAJIM3UPAHO TBOPYECTBOTO MY — MICHHUAT aHAIU3 TpAOBa na Obae
pasmiiexiaH mpe3 Npu3Mara Ha BhTPEIIHUTE OOpOM Ha MHAMBUIA U
€MOLIMOHAJTHATa eKCIIpecHs Ha My3HKara.

KoHuepTsbT 32 KIIapuHET € Cpell Hall-eKCIIEpUMEHTATHUTE My
npousBeneHus. CTHIOBO TOM KopecnoHaupa ¢ Bropara cumdonust Ha
aBTOpa B OmMTa Aa OOXBaHE ,,€CEHUUATa Ha THUIIOBETE YOBELIKU
xapakTepu‘* u nporMBONOCTaBAHETO HA MOHM3Ma (KoiTo Huicen
Hapu4a ,,BeTE€TaTHBHOCT) B OMNO3WIMS HAa ITbPBOCTENICHHUS MY
HHTEpeC — CBOE0Opa3eH yaan3bM (IBIPKEHHETO U pa3BUTUETO). KbM
Ta3u Bpb3KAa HACOYBAT: M3CJIEABAHETO HA YOBEIIKHS XapakTep,
OTpa3eHO B TeMaTH4YHMs Marepuan Ha KoHuepra; mpu ono3uuusra
4aCTHO—OOIIO WM HHANBUA-MHOXKECTBO (KOTaTo COJIOBaTa MapTHsi ce
MIPOTUBOIIOCTABS HA 3BYYHOCTTA Ha IeJINs OPKECTHP) CE MPOCIeasBa
TEeMara 3a BbTPELIHUTE Tep3aHHs Ha MHOUBHJA U OLEISIBAHETO MYy B
00II1eCTBOTO; MPOTHBOIIOCTABIHETO HA MOHU3MA U TyalTu3Ma MOXKE /1a
ce mpocienyd B KOHTPACTHOTO SIBABAHE IO MPOTEKEHHE Ha ISIIOTO
npou3BeieHNe Ha OaBHU U JIUPUYHH €TIU30/1U C BUPTYO3HHU, OpaBypHH
MACaXH.

11 Encyclopedia Britannica, https://www.britannica.com/biography/Carl-Nielsen

2 Monroe, Douglas. Conflict and Meaning in Carl Nielsen’s Concerto for Clarinet
and Orchestra, op. 57 (1928). The Ohio State University, 2008, pp. 1.

18 jak tam, ctp. 31.

* Fanning, David. Carl Nielsen. Grove Music Online. 2001. Oxford University

Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000019930
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1.3.2. ApbpH Komjgang ¢ TIOCTUTHAI  Hai-roisiMa
HOMYJISIPHOCT Ha cBost KOHIIEpT OT YeTnprmara pasrieK1aHu aBTOPH.
,dpe3 ynorpebaTa B CBOMTE KOMIIO3HIIMK HA MOMYJSpHA GOpMH HA
aMepuKaHCKaTa My3HKa KaTo ka3 u (onknop“®, Toii ch3masa cBoi
OTJIMYHUTETICH CTHJI, KOWTO MpaBH TBOPYECTBOTO MY CHMBOJ Ha
MOJIepHaTa aMepHKaHCKa KJIacHYecKa My3HKa. TBOPUECTBOTO My €
nosausiHo ot Mrop CrpaBuucku'®, He ¢ moumraren Ha P. Barmep
(mogo6Ho Ha HwuiceH), KakToO W Ha POMAHTHIIUTE C TAXHOTO
,,eMOIIMOHANHO m3numecTBo Y. 1leHM KaMEpHOTO 3BydeHE NpH
Manep u wusnomsea cantabile Bb3MOXKHOCTHTE TpPH CTPYHHHTE
HHCTPYMEHTH — TaKaBa yrmorpeba MOXe Jia ce MpOCied B ITbpBaTa
yact Ha Konnepra 3a kmapuner. Cunra, 4e My3uKkaTta TpsOBa 1a ce
OCHOBaBa Ha €MONMHTE™® M Y€ HAKOM CHBPEMEHHH KOMIIO3MTOPH
OT[aBaT MPEKOMEPHO 3HAYCHHE HA WHTEIEKTyalHaTa CTpaHa Ha
My3ukara. PasnuuaBat ce 4 TBOPUESCKH IIEPHO/Ia: PAHEH JKa3 [IEPHOL,
abCTpaKTeH, TIOMYJIUCTKH/,,aMEPUKAHCKH* ¥ 12-ToHOB niepro.t®

PaGorn B mo-mankure (HOpMH, HO € aBTOp M Ha BOKAJHa,
CIICHNYHA U CI/IM(I)OHI/I'-IHE[ MY3HUKa, Ha HAKOJIKO C60pHI/IKa C JICKIIMH 1
aBToOMorpauuHN KHUTH.

OTin4uTeTHATA MEJIOIMYHATA JINHUSL U YUCTa, SIPKa 3ByIHOCT
B TBOpPOUTE MY CHIbpPXAT CKOKOBE, YHHCOHM U ABYIJIACH, KOUTO CE
HaOJII0/IaBaT U Ipe3 IiUIaTa bpBa 4acT oT KoHuepra 3a KiiapuHer.
PurMuunuTe JINMHUN ca OTYCTIINBH, C AKIICHTHU u sSICHa
apTUKYJIMPAHOCT W TPUBIMYAT HHTEpeca Ha xopeorpapu —
KoHiepThT 32 Ki1apuHeT ¢ xopeorpadupan 3a 6anera ,,MarbOCHUKBT-

15 American Masters: Aaron Copland Biography.
http://www.pbs.org/wnet/americanmasters/aaron-copland-about-the-composer/475/

16 pollack, Howard. The life and work of an uncommon man. University of Illinois
Press, 2000, pp. 65.

7 Lerner, Neil. Aaron Copland. Grove Music Online. 2018. Oxford University

Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo0-9781561592630-e-3000000119
18 pollack, Howard. The life and work of an uncommon man... pp. 9.
19 Lerner, Neil. Aaron Copland...
14



http://www.pbs.org/wnet/americanmasters/aaron-copland-about-the-composer/475/
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-3000000119
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-9781561592630-e-3000000119

m3MaMHUK mpe3 1951 1., 3apagm puTMHYHATA CTPYKTypa BBB
Bropata My wuyact. KoHuepTsT € HamucaH 3a JET€HIApPHUS
amMepHuKaHckus ka3 knapuHetucT benu ['ynman. TBopbata e cuimHO
MOBIMSIHA OT JKa3a, HO BBIPEKH TOBA OCTaBa C HEOKJIACHYECKO
3BydeHe. Korutana craBa NOBpPBUAT aMEPUKAHCKH CTYIEHT IO
KOMIIO3UIIMS, 3alucall ce Ja y4d MpU U3BECTHHS (PPEHCKH IMemaror
Hans Bynanxe, uniito yuenuk cbio e XKan ®@pance. bynanxe appxu
Ha YUCTOTaTa Ha W3Ka3a, OajaHC M JBITW JUHUMA Ha My3WKaIHaTa
¢paza® u Te3m cnenuQpUKK B HAYMHA HA KOMIIO3MPaHe MOTaT 1a ObaaT
OTKpUTH B KoHLepTUTe npu Komnaun u npu Opance.

1.3.3. ’Kan Pdpance. OpeHCKUAT NMHUAHUCT U KOMIIOZUTOP-
neoknacuk?! YXan dpaHce XBJITY TOAUHY € €IMH OT Hali-U3BECTHUTE?
KOMIIO3UTOpH Ha cBosiTa ponuHa. Ce3naBa mosede ot 200 TBOpOH,
OKOJIO %4 OT KOMTO €a IOCBETCHH Ha JyXOBUTE HHCTPYMEHTH. CTHIBT
My MMa MO3HaBaeMoO (PPEHCKO MEIOAWYHO 3BYYEHE, a TBOPUECTBOTO
My BKJIIOYBAa My3UKa OT MOBEUYETO >KaHPOBE M 17 WHCTPYMEHTATHU
KoHIepTa. KilapuHeThT Karo MHCTPYMEHT 3aeMa IOYETHO MSCTO B
TBOPYECTBOTO Ha KOMIIO3UTOpa. M3Mexay deTupumara aBTOpH,
@pance My oOTHaBa HaH-TONSIMO BHHMMAaHHE, B CIIEACTBHUE Ha
¢peHcKaTa TpagulMs B CHEHHMATHOTO OTHOIICHHE KbM ITYXOBHUTE
WHCTPYMEHTH.

®paHce npuTekaBa ONPENEICHO TOHAJIEH CTWI, M BCE ITaK
U3pa3siBa XapMOHHMYHMS CH €3MK MHOro cB0o0oaHO0.2 TemaTUuHHUAT
Marepuall € MEJIOANYCH WU U3IrpadcH OT IIPOCTH MOTHBHU U U3I10JI3Ba

2 Yeo, Lisa Lorraine Gartrell. Copland’s Clarinet Concerto: A Performance
Perspective. University of British Columbia, 1996, pp. 1. PhD Thesis.

2l HeoknacuIM3bM/HEOKIIACHKA — [BMKEHHE B M3KYCTBAaTa H My3HMKAaTa, IPH KOETO
MOJICPHUTE MJICU Ca MU3IBJIHEHU MO €CTETHYECKUs NpUMEp Ha 0apoka U KIaCHYECKHUS MEPHOI.
Heoxnacukara TIPOTUBOCTOM Ha NPEKOMEPHATA EMOLIMOHAJIHOCT U CTHJIOBA He(popMa.]'lHOCT uce
00sBsIBa IPOTHB NPOTPAMHOCTTA C UAESATA 3 ,,a0CONI0THA My3HKa“.

22 Karp, J. Music in France and Jean Francaix, New York Times, June 21 1981,
Section 2, Page 19.

28 Bellier, Muriel. Jean Francaix. Grove Music Online. 2001. Oxford University
Press.

https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/978156159263
0.001.0001/0m0-9781561592630-e-0000010083
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MOKpall TpPHWHIUINTE IOBTOPEHWE W BapHanui. |UNHIHUTE
XapaKTepuCTUKH 3a cTiia Ha Ppance ce mpocienssar B KormepTa 3a
KJIAPWHET MPH Y€CTOTO TOHAJIHO MOJAYJIMPAaHE, U3TPajJicH OT KPaTKu
MOTHBH TEMaTHUYEH MaTepHuall, elleraHnTHa ,,peHcKa’ MeIOAUIHOCT C
nomyepraBamu akineHtd. H. Bynamke HackpuaBa cBoOOjara B
TBOpYECKHUs M300p Ha yYCHUIMTE CH U Taka DpaHce ce CBBp3Ba C
HEOKJIACHIIU3MA, ONPEIENIAHKY aTOHATHOCTTA KaTo ,,0e3u3X0quma‘?,
Mysukata Ha @paHce € MeJIoIUYHA U TI0 Ta3u IMPUYKWHA — JOCTHITHA
(mpu Korutang Tasu depra JOBEXKAa JO OOBHHEHHE B CTHJIOBA
MOMYJISIPHOCT), M3MBIHSABAH € II0-4€CTO B YYXKOWHA, ThH Karo
TEeHACHUMUTE B poauHaTta My ca mno-nporpecuBHd. II. bynes
(nmpextop Ha LR.C.A.M.?®) ennonuuno ympapisiBa u300pa Ha
pernepToap OT ChbBPEMEHHUTE KOMIIO3UTOPH, KOUTO C€ M3IBJIHIBA OT
OpKECTpHUTE Ha IbpXKaBHO cyOcuampaHe. TBOpOWTE, KOUTO HE ca
EKCIIEPUMEHTAIHA 110 HSJKAaKbB HadWH (CpeJ KOWUTO W Te3u Ha
®dpaHce), U3001110 HE MONAAAT B MOJIE3PSHUETO MY U HE CE€ U3IThJIHIBAT
OT IbpKaBHUTE ChcTaBu BHB Dpanius. B cemoro Bpeme bynes
noakpenst E. JleHuncoB (mogdepTaHo aBaHTapIeH KOMIIO3UTOP).
®pHace u JleHncoB He ca mpueManu 100pe 3apaji HaCOYSHOCTTa Ha
TBOPYECTBOTO CH B pOJIMHATA CH (IT0 pa3IMYHU TPHYHHH ), HO HAMHPAT
W3sBa Ha CIIeHA M3BBHH Hes. ToBa e mapayies MeX 1y ABamaTa aBTOpH.

1.3.4. Enucon lenucoB. EjHO OT Hali-BIUATEIHUTE HMEHA Ha
MporpecuBHATa CHBETCKA MY3WKa, YeCTO Hapw4aH ,,MorapT Ha XX
Bek*“. TBOpUECTBOTO My BKIIFOUBA TBOPOH OT pa3HOOOpa3HU KaHPOBE
u noseue oT 10 uHCTpyMeHTanHu KoHuepTta. Hali-3HakoBu ocTtaBaT

«26  kxanrtaraTa ,,CTBHIIETO HAa MHKHUTE",

onepara ,IlaHata Ha nHUTE
oparopusira ,,Icropus Ha )kuBoTa U cMbpTTa Ha ['ocnioga nam Uucyc
Xpucrtoc u HeroBus ,,PexBueM™. OcBeH My3uKa, [[eHHUCOB THIIe U
MHOXECTBO  HAay4YHM  CTaTWH, Kacaemm  mpobieMuTe  Ha

KOMITO3UPAHCTO U CbBPpEMCHHATAa MY3HKa.

2 Bellier, Muriel. Jean Francaix. ..
% PIHCTUTYT 3a M3C/EBAHNS U KOOPMHALUS HA My3HKaTa.
% [1o pomana na bopuc Buan u nu6pero na E. Jlenucos.
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JeHncoB ydactBa B HAKOJKO (DOJKIOPHU EKCIICIAHIINN.
Bpp3kara Ha ¢onkiopa ¢ aBaHTapaHaTa My3WKa c€ IMPOCIENsBa B
HAKOM TE€XHUKHU (BKJIIOUBAHETO HA IIYMOBE M MHKPOXPOMATH3bM?'),
KOUTO KOMITO3UTOPHUTE aBAaHTApAWCTH W3MON3BAaT TpU HIAesITa 3a
CIIMBAaHE HA TPaHUIATa MEXKIY ,,BUCOKOTO U ,,HUCKOTO® HU3KYCTBO U
OOHOBJIEHUETO I YPE3 ,,HU3LIM 3ByKOBU NpaKTHKK 28, OT Tyk ciejBa,
Ye OCHOBATa Ha aBAaHTAPJHUTE TEXHUKH BCHIHOCT HE € OMO3UIIHS Ha
cTapoTo U (opMa Ha MPOTECT Upe3 OTpUUaHe, a 0OpPaTHO — HOBHSIT
TJIac ¥ IPOYUT Ha OCHOBHUTE KaTETOPHH U JIOPU U3KOHHOTO.

B. HlebanuH oka3Ba BIMSHHWE B PaHHOTO TBOPYECTBO Ha
JleHucoB B 4yMCTOTaTa Ha MHUCHITA W UYBCTBOTO 3a TpaIUIIMOHHA
dbopMa U CTpyKTypa. Y4M c€ W OT KOMITO3UTOPCKHUS TpUMEpP Ha
3a0panenute B CCCP I1. Xunnemut u b. baprok u ot HoBoBueHckata
IKona, (hOpMUPANKH BU3HATA CH 32 U3KYCTBOTO BHPXY €BPOIEHCKUTE
Mojmenu Ha BpeMero. JleHWcoB 3amo3HaBa MIIaIUTe CHBETCKH
KOMITO3UTOPH C TBOPYECTBOTO Ha 3aMaHUTE KOMIIO3UTOPHU U —
o0OpatHO. B cBOS CTHIT ChracyBa TpaauIlMKUTE HA PyCKaTa KyiTypa ¢
OTKpUTHUSITa Ha clegBoeHHa EBpona. MertonauuHocTra U
MaTeMaTHYECKH TOYHATA MUCHII Ca OTIIMYUTEITHN YePTH 32 HAYWHA MY
Ha paboTa ¥ TBOPUYECTBOTO MY.

KbcHoTto TBOpuecTBo Ha Jlenucos ciex 60-te 1. Ha XX Bek ce
XapakTepu3npa ¢ IUIBTHO XpoMaThdHa xeTepodoHus (cBbp3ana c Jl.
Jluretn), cratrmaHa xapMmoHus (cebp3ana c I1. bynes u O. Mecuen) u
M3pa3UTEIIHA MEJOAUYHN (DOPMH M apXeTulid (CBbpP3aHU C pycKaTa
My3HKa U necHute Ha M. I'muHka — koito JIeHHCOB BUHArW LUTHpPA
KaTo CBOM JIIOOMM KOMIIO3MTOp 3aenHo ¢ Mouapr).?® 3a KbCHOTO

2 3aiinesa, Mapuna JleoHnn0BHA. Yabmpaxpomamusm Kax 3eyKocosepyanue. B:
MexayHapOIHBIN 3ITEKTPOHHBIN Hay4HBIH KypHa, 2016, No 8 (13).

%8 Jynaxos-Kauypo et al. Kpamxuii yuebnuk no pycckomy asareapdy. Matepuan ot
~Akanemus Apsamac”, 11.06.2015. https://arzamas.academy/materials/638

2 Norsworthy, Michael; McBurney, Gerard. Edison Denisov. Grove Music Online.
2001. Oxford University Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000053202
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TBOpYECTBO Ha JIEHHCOB € ChIIECTBEHA CEpUATa MHCTPYMEHTAIHU
KoHIEepTU. KOHIIEpTHT 3a KIIapuHET 3aTBaps rpymnara My KOHLEPTH OT
80-Te T. M ,,KOHIEHTpPHPA B ceOe CH YepTUTE Ha 3peusl KOHIEPTEeH
crit Ha komnozutopa‘®. Tyk ce ycelar 4epTuTe Ha IICHXOJIOTHYECKO
W3CIe/IBAaHE Ha BBTPEIIHMS CBSAT Ha 4YOBEKa, KbM KOETO BOAM U
ompezeneHHeTo Ha camus JleHHcoB 3a KOHLEpTa (0 MaHHepa Ha

HKCaHe ¥ [0 HACTPOEHHETO) KaTo ,,KOHLEPT-MOHOJIOr !

, B OCHOBaTa
Ha KOWTO mpeoOianaBa JMPUYECKO M THUXO ChCTOsHHE. B
MICUXOJIOTHYECKaTa ApXUTEKTOHUKA Ha MPOU3BEICHUETO MOTaT Jia ce

TBHPCST Napajenu ¢ perUnpoYHUTe YepTH Y KoHLepTa Ha Humcen.

I.4. CnpaBka 3a HanucaHoTOo B NPodeCHOHATHATA
JIUTEPATypa 3a YeTHPHUTE KOHLEPTA (U ABTOPUTE UM).

e Huucen: crartus ,,Analytical and Aesthetic Issues in Carl
Nielsen’s Concerto for Clarinet and Orchestra“®?, gacrt ot
,»Nielsen, Nationalism and Danish Musical Style“*® u
mucepranus Ha JIprimac Monpo “Conflict and Meaning in Carl
Nielsen’s Concerto for Clarinet and Orchestra, op. 57
(1928)%*. JlombiBamoTo M3JaHME KbM IApTUTypaTa Ha
Konmnepra, gact ot “The Carl Nielsen Edition”, Series II, vol.
9%, pen. E. Bb. Ilerepcen.

% Bapam, Enena Bnagumuposna. Konyepmuol Doucona Jlenucosa. Ipobaemv scanpa
u opkecmposozo cmui. MI'K um. Haiikosckoro, 2000, c. 65. JlokTopcka aucepranusi.

8! Wynwrun, JI. Y. Ipusnanue Eoucona Jlenucosa. Mocksa: Kommosurop, 1998, c.
365.

32 Grimley, D. Analytic and Aesthetic Issues in Carl Nielsen’s Concerto for Clarinet
and Orchestra. In: Carl Nielsen Studies. Vol. 1, Apr. 2003.
(https://doi.org/10.7146/cns.v1i0.27721)

3 Grlimley, D. Nielsen, Nationalism and Danish Musical Style. University of
Cambridge, 1998. PhD Thesis.

34 Monroe, Douglas. Conflict and Meaning in Carl Nielsen’s Concerto for Clarinet
and Orchestra, op. 57 (1928). The Ohio State University, 2008. PhD Thesis.

% Ppetersen, Elly Bruunshuus. Carl Nielsen. Concerto opus 59 for Clarinet and
Orchestra. Copenhagen: Edition Wilhelm Hansen. Part of The Carl Nielsen Edition, Series I,
Volume 9, 2002.
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o Kommann: aucepranus Ha JI. JI. Taptpen Ueo “Copland’s
Clarinet Concerto: A Performance Perspective”®,

e ®@pance: maructppcka Teza Ha H0.-U. Yen “An Analytic
Interpretation of the Clarinet Concerto By Jean Frangaix™¥.

e JlenucoB — nokTopcka aucepranus Ha E. bapam ,, KoHnepTs
Onmncona J[lenncosa. IIpobGiaembl XkaHpa M OPKECTPOBOTO

cTrms 38,

I.S. Bb3MOKHO JIM € CpaBHEHUE MEXAy 4YeTHpuTe
KOHIEPTA M KOHUENIHUATA HA TEXHUTE aBTOpu?

OTroBOpHT Ha TO3M BBIIPOC C€ ACPHHUPA B CICTHUTE TOUKH:

1. HeoOxomumocTTa Ja ce pas3rieaar camo 4 oT KOHIEPTHUTE
3a KIapWHeT, cb3mazeHn mnpe3 XX Bek, ce Oompenens OoT
HEBB3MOXXHOCTTA Jla C€ W3CJIeNBAT BCHYKH TE€ C IEJ ONpeessiHe
oOpas3a Ha *aHpa.

2. CpaBHHUTEITHHMAT aHAIN3 € HEOOXOAWM HHCTPYMEHT 3a
CBIIOCTaBKAa Ha XapaKTepHUTE OCOOCHOCTH B TBOPYECTBOTO Ha
aBTOPHTE U TEXHHUTE PA3IMYHU B CTHIOBO OTHOLICHHUE IPOU3BEICHUSL.

3. Llen Ha TO3M CpaBHUTEJEH aHAIM3 € Ja odyeprae H
Xapaktepusnpa obOpa3a Ha xkaHpa ,,KOHIEpPT 3a KiapuHeT™ mpe3
CJIOKHHS U TBOpUecku 6orat XX Bek.

4. V30paHute MpOW3BEACHHS ca CEJIEKIUS OT BUPTYO3HH
KOHIIEPTH, KOUTO MPOPECHOHATHNUTE KIAPUHETUCTH OMXa CperHau
B CBOSITA M3ITBJTHUTEIICKA Kapuepa.

% Yeo, Lisa Lorraine Gartrell. Copland’s Clarinet Concerto: A Performance
Perspective. University of British Columbia, 1996. PhD Thesis.

87 Chen, Yu-Chien. An Analytic Interpretation of the Clarinet Concerto By Jean
Frangaix. California State University, Northridge, 2013. Master Thesis.

% Bapam, Enena Bnagumuposua. Konyepme Doucona Jlenucosa. lipobremvi scanpa
u opkecmposozo cmuns. MI'K um. Yaiikockoro, 2000. Jluccepraius Ha COUCKaHUE Y4EHOU
CTEIeH! KaHHJaTa HCKYCCTBOBEICHHS.
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1. Bropa rinaBa. AHaiu3 Ha pasrJjie;KIaHuTe
KOHLIEPTH

II.1. CpaBHUTe/IeH AHAJIU3 HA KOHIEPTHUTE — 001
nperJien

B rtabamuen BHO ca  TIPEACTaBEHH  CPaBHUTCITHH
Knacupukanuu: Opor 4acTu; KaJeHIIa/KaICHIU; OPKECTPAIUs; POJIs
Ha OpPKECTbpa, KOMIIO3UMIIMOHHA TCXHHUKA, CTHUIOBH OCO6€HOCTI/I;
HOTalUsl; CTPOM Ha CoJMpalliusl KJIApUHET, COJOBa MEIOJUYHA
JIMHUS/TIApTUs; BUPTYO3HU Macaku. BbBeXJaT ce ompejeeHusTa
ONO3UYUOHHA W npuobujasawja GyHKINS Ha aKOMIIAaHUPAIIHA anapar,
KaKTO W pasuyneHna, niasHa W xu6pudna MEJIOAHUYHA JIMHUA Ha
COJIOBATa NapTHs.

I1.2. IToapoOeHn anaJM3 HA KOHLEPTUTE

CrpsiMo KaTeropumrte, Bede W30pOCHU B TaOnuIaTa B 4yact
I1.1., ce mpaBu mnoapoOeH CpaBHUTENEH aHaJIN3 HA YETHPHUTE
MIPOM3BECHHUS.

11.2.1. Bpoii yactu. B cpaBHeHue ce pasriexaa OposT Ha
4acTUTE ¥ BUABT Bpb3Ka MexAy TaX (c attacca niu 6e3). Konueprure
Ha Huncen u @pance ca ¢ mo 4 gactu, nokaro Te3u Ha Komnana u
HenncoB — ¢ mo 2 gactu. llpn Huncen n Kormmang e o6o3HaueHO
u3MbJIHCHUE ¢ attacca, a mpu @pance u Jlenucos — 0e3 TakaBa. OT Tyk
ClIe[IBa, Y€ B PA3IMYHU MapaMeTpH KOHLEPTUTE KOMITO3UITHOHHO CH
OpUINYaT, HO B CBOSITA ISUIOCT BCEKU OT TSAX € ChC CBOSI COOCTBEHA
CTPYKTYpa.

11.2.2. Kagenuu. MscToTo Ha KajJeHIaTa B KOMIIO3HUIIHATA,
KOETO YeTHpHMaTa aBTOpU ca u30pajii, € pa3IniHo, HO 38 BCEKH OT
Tax (MO pa3iuyueH HA4MWH) TS CE€ SBABAa E€JIEMEHT C IIEHTPaJIHO
3HaueHue. [IpencraBeHo e cxeMaTHuHO rpad)yHO PA3MOJIOKEHUE Ha
MSICTOTO Ha KaJCHIUTE B KOHIIEPTUTE.

Huncen, Kommang u ®pance wu3non3Bar OOMWMUpHH U
KOHLIEHTPUPAHU Ha OIpPEAEICHM MECTa B KOMIIO3MIMATA KaJEHIH,
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KOUTO TpsOBa nda H3TIAcKaT A0 JMMUTa HAa TEXHUYECKUTE H
MY3HUKaJIHH BB3MOKHOCTH COJIUCTA, HE3aBHCUMO OT HAJIMYMETO Ha
JOCTaThbuHO BUPTYO3HM TacaXd B OCTaHajara 4YacT Ha
MIPOM3BEICHUETO. 3a pas3jiuKa OT TsX, JeHHCOB BKJIIOYBA LIEMU IET
KaJIeHIIM B paMKHUTE Ha mbpBaTa yacT oT Konnepra cu. PeqyBanero Ha
KaJeHIIH U OCHOBEH MaTephall MOXKE Ja C€ CpPaBHU C BUA POHJIO
¢opma. BB BcsAKa OT KaJleHIIMTE MOXKE J1a C€ OTKpPHE aBTOpOBaTa
MoHorpama Ha JlenucoB c Heinute Bapuanuu (EDEs u EsDE B
ornenanaara u gopma). [loBrapsmara ce curHaTypHa MeNOANKa Ha
aBTOpOBaTa MOHOTpaMa W UHUKIMYHO TNOSBSBAIIUTE CE KaJCHIH
JIOBEXKJAa 0 OTKPUBAHETO Ha (uinococko 3HaUueHUE B paborara ¢
TeMaTuyHusl Matepuan — napanen ¢ Konnepra na Huncen. Otkpusa
Ce W MJCHTUYHO MPOTUBOCTOSHUE CONUCT—OPKECTHp — MeTadopa Ha
OTIO3ULHUATA HHANBUA—OOILECTBO.

11.2.3. Opxectpanus. 1300pbT Ha ChCTaB Ha OPKECTbpa UMa
(hakTypHO (TeMOPOBO) 3HAYCHHE U MO-ITUPOKA QYHKIUSI — HA OCHOBEH
HOCUTENl Ha MY3HMKQJIHOTO W CHUMBOJMYHO BB3JIEHCTBHE Ha
npoussenenuero. [Ipu Huncen u Komnanz ce HabmoiaBa ThpceHe Ha
MaIabHOCT Ype3 KOMIIAKTEH ChCTaB Ha OPKECThPa, JokaTo DpaHce u
JleHncoB, U3MOI3BaiKK TOISAM ChCTaB HA aKOMIIAHMpPALIUs arapar,
€CTECTBEHO MMOCTUTAT YCelllaHe 3a MalladHOCT U BILTUTAT TeMObpa Ha
cCoJMpamisi MHCTPYMEHT B TbKaHTa Ha wnsata ¢akTypa upes
N00aBsIHETO Ha JYETH C MapTUUTE Ha OPKECTPOBUTE KIIAPUHETH.

Opkecrparnusita Ha HuiiceH 3a craHmapTeH MalbK ChCTaB
BKJIIOYBa HeoOMuaiiHaTa 100aBKa Ha OPKECTPOBO OapabaHde, YeCcTO
W3ION3BAHO KAaTO OPKECTPOB COJICT, MMa Oelie3d Ha KaMepHO
My3ULIUpaHE ¥ dYpe3 MAaHCTOPCTBOTO TMPH H3TPAXKAAHETO Ha
OpKecTpalusTa Ch3/1aBa HIFO3UTA 32 3BYUCHE HA MACUBEH OPKECTHP.

OpkecTpanusata Ha KomiaHa ChINO BKJIHOYBA HEOOWYAWHU
WHCTPYMEHTH — apda (3a JOIbJIBaHE OLBETABAHETO HAa TeMObpa Ha
CTPYHHHUTE) U TTHAHO (C MepKyCHOHHA (DYHKIIMS W HOCHUTEN Ha JDKa3-
3BydeHe). Ilapanen mexny Huncen n Komnann e emHakBo ymeno
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W3I0I3BAHUAT IEPKYCHOHEH IOTEHIIHAI HA OPKECTPALUATA, 3aMEHSIL
YAapHUTE WHCTPYMEHTH (KaTo HE OpOMM CONUPAIIOTO MAaJKO
OapabaHue).

Opxkecrpanusara npu PpaHce e KIacHuecka U XapakTepHa 3a
ChbBpEMEHHaTa ToraBa (peHCKaTa IIKOJA — W3YHCTCHU JUHUU H
W3sBEHA POJIi HA BCHYKU JYXOBH B ChCTaBa — KAaTO JOIBIHUTEITHH
COJMCTU-IAPTHBOPH Ha CoNMpamys HHCTpyMeHT. llaptunrte Ha
NYyXOBUTE HWHCTPYMEHTH YECTO ca KOHKYPEHTHO BHPTYO3HU Ha
coJIOBaTa MapTHsl.

JIeHHCOB M3M0JI3Ba Haii-MamabHaTa OpKeCTpanus — OrpOMHO
KOJIMYECTBO JYXOBU — 1O 4 OT AbPBEHUTE U 6 BaJJAXOPHHU, BKIIOYBA
MHOIO YIapHH HWHCTPYMEHTH M pgopu uenecta. Cam ompenens
CHeUU(UIHOTO 32 OPKECTPALUATA CH KI'BCTEPHO CKYIYBaHE OT
HSIKOJIKO €IHAKBU MHCTPYMEHTA KaTO 3BYKOBO OI[BETSBaHE, TEMOPOBa
Oarpa®. OOmmpHara 3ByKOBa Maca Ha OpKECTbpa 3acUiBa
CHUMBOJIMYHOTO yCeIlllaHe 3a MPOTHBOCTOSIHUETO HA WHIMBU/IA CPELLy
sUI0TO.  MalcTopcTBOTO Ha OpKecTpauusita ce€ ycella BbB
BB3MOYKHOCTTA COJIMPAIINSAT HHCTPYMEHT JIa C€ OTJIENIN B OOIIHS 3BYK
U CBIIEBPEMEHHO J1a ObJe Oomno3uuus Ha 1enaus opkecTsp. IlapTusra
Ha OPKECTbpa € TEXHUIECKO MPEIU3BUKATEIICTBO 38 OPKECTPAHTHUTE.

11.2.4. Poass Ha opkecTbpa. B uernpure koHuepra 1 €
€/IHAaKBO OCHOBOIIOJIaramia — B KJIACHYECKHUS MEPUOJ OPKECTBPBT €
OCHOBHO ¢ axkoMmnaHupama GQyHKOWs, a B pasriekKIaHuTe
MPOM3BENIEHUS] € C paBHOCTOWHA. Onosuyus (KOHTPAIYHKT Ha
cojmcTa) M npuodbwjasare (NMOIAKPEISTHE Ha COJMCTA) ca [BETE
BB3MOXHHM pOJNHM Ha OpkecTbpa. [IpH ono3uyusma CONHCTBT ce
YIBBPK/AaBa, HaJAeIsBaiku 3BYKOBO Haja opkecTbpa. llpu
npuobuagawiama Ppoiis, COMUCTHT W3IBKBA, KAaTO €CTECTBEHO €
MOJIKPETieH OT OpKecThpa. OpKecTbPhT € H3ION3BaH B JIBETE

% Denisov, E.; Armengaud J.-P. Entretien avec Denisov. Un compositeur sous le
régime soviétique. Paris: Editions Plume, 1993, p. 138.
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HampaBleHUs] ono3uyus u npuobwasare npu Hucen m Jlenncos,
nokato nipu Kommmang n dpance opkectpanusra e npuobwasaua.

11.2.5. KoMIo3MIHOHHA TEXHHKA, CTHJIOBH OCOOEHOCTH.
®pance u Kommann (u nBamara ca ydyenunu Ha H. Bymamke)
MPUTEKABAT MOJOOCH THUI CETHBHOCT M Ch3JaBaT CHBPEMCHHHU
TBOpPOW, CTHIWIM Ha KIACHUYECKUS TOAXOJ W C TMOrJIeN KbM
TpaaunuuTe. Moxke Ja ce Kaxke, ye JBaMara ca KOHCEPBATUBHH
HoBatopu. Hwiicen u JIeHHCOB CHOAENAT NPOTHUBONOJIOKHATA
TO3UIMST — TPOTPECHBHH HOBATOPH, WHAWBUIYAJVCTH, W3ITH3AIIH
M3BBbH paMKUTE Ha OOIIONPUETOTO, ThPCEUIU BT KbM HEOTKPUTH
HOBM (popmu U cpecTBa. B My3ukaTa UM HAMa CKPUTH TOCIaHUS, a B
TBOPYECTBOTO UM MOXKE JIECHO Ja C€ OTKPHUAT PIIOCO(CKH CMUCHI H
cumBosinka. ®Dpance u JleHucoB mpuTekaBar o0IIa Kiacudecka
YICTOTA HA W3Ka3a — SCHONPOCIEAVNMH MENOJAWYHH JIMHUU H
MIECTENINBY U3Pa3HH CPENICTBA.

HusiceH BspBa BbB Bh3paKaHETO Ha ChBPEMEHHATA MY3HKa.
3a HeEro mHTAT KbM HOBATOPCTBOTO HEMHHYeMO MHHAaBa TIpe3
M3KOHHOTO M KyJITBT My KbM MHTepBana*® Moxe j1a ce OTKpHe omle B
IIbPBHUTE HOTH OT Temara Ha KoHmepra 3a kimapuHeT. Bernpeku de
My3UKaTa My €CTECTBEHO CIie/iBa IbTA Ha MoOJepHHM3Ma, Huicen
HUKOT'a HE M30CTaBs TOHAIHOTO AP0 B TBOpOHUTE cu. KOHIEPTHT €
W3MIBIHEH W C XapakTepHuTe 3a HWICeH KOHTpamyHKTH, KOUTO
KOPECIIOHAUPAT ¢ HOJ00HN MOJU(POHUYHM TEXHUKH B KOHIIEpTa Ha
JlenucoB — TaM 1MW CTPYKTYPHM TPyHOM C€  JIBHXKAT
KOHTPAITyHKTHYHO CIIPSMO COJIUPAIIUS KIAPUHET WIA OPKECTPOBH
MapTuu.

Cam Kontanz onpezienst TEXHUKaTa CM Ha KOMIIO3HPAaHE KaTo
xonaxHa.r B | m Il wacr ma KoHuepra Ta npeicrasisiBa yMmeso
noJipexiaHe/acaMOnupane Ha TeMaTW4eH MaTepual. B kajnenmara
JIOTUYHOTO KOJIAXKHO IIOCIIEAOBAaHUE OT aBTOPOBH XPYMBaHHUS

40 CHOpCZ{ HEro HHTEPBAJIUTE HOCAT CBOC COOCTBEHO MOCIAaHKE U CUMBOJIMKA.
4 pollack, Howard. The life and work of an uncommon man... pp. 11.
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npenpama KbM CBOOOJHATAa ka3 WUMIpoBmsamusa*’. Kommann He
M30CTaBs CTAOMIHOCTTA Ha TOHAIHOTO SAPO, M3II0J3BA ,,HapacTBaIla
TexHuka“** — mIaBHO paslmMpsBaHe Ha TeMa OT IPOCT MOTHB JI0
CIIOXHA JbJTa JuHHUA (TUONWYHA 32 ImKoiarta Ha H. bBymamxe).
VYnorpebara Ha KIIaCHYECKH (OPMH, CTPYKTYpPH H JKAaHPOBE CTUIIOBO
obenuusa @pance u Kormrana karo KOMIO3UTOPU-HEOKIIACHIIH,
BBIIPEKH Y€ B TBOPYECTBOTO Ha Kommanmg morar ma ce OTKpHAT
HEOPOMAHTU3bM, HMIIPECHOHU3BM U IOPH U3I0JI3BaHE HA MEJIONH OT
IKa3 CTaHAapTH.

Dpance HEe € NPUBBPKEHUK HAa CHBPEMCHHUTE aBaHTapIHH
mysukanau Gopmu. B Konrepra My 3a KIapuHeT KbM HEOKJIaCHKaTa
HacoyBa yrorpedaTa Ha KJIacHueckd (opMH 3a 4acTUTE Ha KOHIEPTA.
W3uncteHuaT My MaHuep Ha MHCAHE C SICHU JIMHUM U PAlMOHATHU
KOMITO3HITHOHHY PEIICHHsI ChOTBETCTBA Ha TO3U Ha J[eHHCOB, KOTOTO,
Makap B Ipyro CTHJIOBO HarpasjieHue, Hapuyar ,,Monapt Ha XX Bek™.

KoHnueptsT Ha JIeHHCOB, HOCEIIl U3IISJIO aBaHTapAHU Oele3u,
€ W3rpajieH KOMIO3UIIMOHHO I10 NpaBHia, HANBIHO PA3IMYHU OT
JPYTUTe pasriiekaaHu aBTopu. [Ipum Hero koHueptHata (opma e
HEOTIeNMMa OT CUM(OHHYHATA, KOETO MPHOIIIKaBa KOHIIEPTUTE MY
ot 80-te roanan Ha XX BEK J0 TPAAUIMUTE HA TOJIEMHS POMAaHTUYCH
cuM(pOHU3MpaH KOHLEPT U 10 cuMonndnus xanp.** Cropen E.
bapami, ocHOBHa TexHWKa NHpW wu3rpaxkaaHero Ha Konmepra e
KOHTPAIYHKTBHT — HE CAMO MEXJTy COJIMCTA U OPKECThPA, a U BHTPE B
camata opkectpoBa (Qakrypa. CrpemMexxbT Ha J[EHHCOB KbM
MHOTOILTACTOBOCT — Ype3 PaBHOIPABHE U ITPECHYaHE HA TEMAaTUIHHUTE
IJIaCTOBE, MOXKE Jla C€ Hapede Hosa noau@onus — TeMOpoBa
(pasmmpsiBamia  (akTypHOTO 3By4YeHE) W TPOCTPaHCTBEHa (B
riacoBojieHeTo). JIeHHCOB TpeTupa KIIbCTepHaTa ymotpeda Ha

42 Jennings, Vance Shelby. Selected Twentieth-Century Clarinet Solo Literature: A
Study in Interpretation and Performance. University of Oklahoma, 1972, pp. 44. PhD Thesis.
3 Fleisher, Gerald. Concerto for Clarinet and String Orchestra by Aaron Copland: a
Stylistic Analysis. University of Rochester, 1961, pp. 17. Master Thesis.
4 PBapam, Enenma Bnamumuposna. Kowyepmovr Doucona [emucosa. Ilpobremv
orcanpa... c. 74.
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WHCTPYMEHTH B MapTHUTypaTa KaTo ,,[BeToBe. OCHOBOIOIATAIIO 32
HETOo € Pa3MIMPSBAHETO HA MY3UKATHOTO IIPOCTPAHCTBO M BHTPEITHHS
obem Ha TBopOarta. OTkpHBa ce mapaien ¢ Tpyaa Ha B. Kanguncku
,,JOuKa U TUHUS B paBHUHATA Y 1 IyXOBHATa UAES B ,,3a JyXOBHOTO
B u3KycTBOTO*®. JleHucoB cmsra, ue TBOpOara TpAOBa Ja OCTaHe
YaCTUYHO HEMO3HABAEMa 33 U3CIICOBATEINS U CIYIIATEIS.

Hamarar ce w3Boamre, dYe 1O OTHOIIEHWE Ha
KOMIIO3ULIMOHHAaTa TexHuka Husicen u JIeHncoB ca MporpecuBHH, a
Komnang u @®pance — KOHCepBaTHBHM Kommo3uTopu. Hucen,
Opance u JleHHCOB ca MHAMBUAYAINCTH B moaxoda cu, Korutann
BILTUTA TCHICHIIMUTE HA BPEMETO B TBOPOUTE CH.

11.2.6. Hotamus. V300pbT Ha HOTamus oOmpeiens BHIA
eKCIIPECHBHOCT, 3aJI0KE€Ha OT aBTOpa B Mpou3BeaeHueTo. Huicen u
@®pance m3bupar craHmaptHa Hortamus, a Kommawm u JleHucoB s
pasmmpsiBaT B HeroysiMa cTerneH. llopaam ymenoro OopaBeHe c
KJIACHYECKHUTE CPEACTBA, XapPMOHHS M KOHTPAIYHKT, 3BYYCHETO Ha
Konnepra Ha HwuiceH € IUCOHAaHTHO W CHIHO €KCIIPECHUBHO.
3ByuHoctTa npu DpaHce OcCTaBs y CIymaTess BIEYATICHHUETO 3a
IIMPOKOCIIEKTEPHA TEMOPOBOCT W yMEJNIO HalpaBeHa OPKECTpaIusl.
CrannapTtHaTa HOTauus npu Komnana € 1onbjiHEHa U ,,0lIBETEHA™ OT
HSAKOJIKO TTIMCAHAM, Tpempaniamu KbM JKa3-3ByudeHeTO B KOHIIEPTA.
[lo xemanmme Ha b. ['yniMaH HSKOM macaxu ca mpepaboOTeHH C
BB3MOXKHOCT 32 QJITEPHATHBHO W3IBIHCHHE HA BHCOKHTE TOHOBE.
JleHuCOB WM3ION3Ba YETBBPT-TOHOBH WHTOHAIWH, (PYyJIaToO W
rMcanno. Beipeku ToBa aBaHrapAaHoTo 3BydyeHe Ha KonuepTta B mo-
ToJisiMa CTETEH C€ JB/DKH Ha CIIO)KHATa PUTMHKA M Ha cepuaaHaTa
KOMIIO3UIIMOHHA TEXHHUKA, KOSTO MNOIIbpP’KA HEYCTOMUMBOCTTA B
TOHATHO OTHOIIICHHE.

11.2.7. Ctpoii Ha conupamusi UHCTPYMeHT. EnuHCTBEHO
KOHLIepTHT Ha HusiceH e Hamucan 3a kinapuHeT B 4 ctpoil. ConucThT

4 Kanpuuckuii, B. Touka u munus na niockocmu. Caukt-IletepOypr: AsGyka-
Knaccuka, 2004.
4 Kanpuncku, B. 3a dyxosnomo 6 uskycmeomo. Codust: Jluk, 1995.
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TpsiOBa na B3eMe MpeABH[ CIEUU(PUKUTE Ha MHCTPYMEHTa C ILIeJ
[IPEOOJIIBAaHE Ha MpOOJeMHUTE, BB3HUKBAILU OT CTPOSI My — IIO-
TPYAHOTO M3MBJIHEHUE HAa OBbP3U W BUPTYO3HH MACaKd MOpaau Io-
IBITOTO TSUIO HA A KIapuHEeTa, He JOCTaThbYHO W3IIBKBALLMT MY U I10-
KagudeH 3BYK, XapaKTEpPHUTE 3a HEr0 TeMOpPOBH M MHTOHALUOHHH
npobnemu. Makap aa 106aBs TpyJHOCT KbM H3ITBIHEHHETO, U300PBT
Ha A CTpOH 3a COJMpaIUsi HHCTPYMEHT JONBJIBA C OTINYUTEIHOCT
3BydeHeTo Ha Konnepra. B cTposrt e n3dpan 3a Konnepra Ha Kornana
KaTo €CTECTBEHO NPOIB/DKEHHE Ha TpalulMOHHATa ymnorpebda Ha B
KJIapuHeT B kaza. CeliecTByBaT mpemiiokenuss KoHUEpThT Ha
Opance nma ce UBMBIHSABA Ha A KIapuUHET C 1€ TEXHHUYECKO
ylleCHEHHe npH paboTa ¢ MHOTO3HaYHM TOHAIHOCTH, HO TE€ ca
HEOCHOBATEITHH.

11.2.8. ConoBa menoguuna jaunusi/maptusi. C orien
JBIDKEHHETO Ha COJIOBaTa MEJIOAWYHA JIMHHUA OT rpaduyHa rienHa
TOUYKa C€ JIOCTUTA JI0 3aKIIOYEHHETO, Y€ TS CE JeIW Ha TPU BHJA:
paszyynena, niagHa u xubpuona (pasriefaHa B MiarocTpauuure or dur.
16,17, 18 u 19). [Ipu Huscen nopu B oripeiesieHd MOMEHTH JTMHUSTA
Jla ce IBM)KM B €/1HAa MOCOKa, HAl-4eCTO TS Ce OCHOBaBa Ha CKOKOBE,
KOETO $1 NpaBU pasyyneHa. BBIPEKH HAINYMETO Ha CKOKOBE, NPH
Komann viHTEpBanMTe NMpH TAX C€ 3ama3BaT B HETOJSIM 00eM WM
MPECTABIISIBAT CMsIHA HA PETUCTHPA, & OTACITHUTE MOTHBH CE JBIKAT
B €JJHa IOCOKa, KOETO TpaBU MeNoJUYHATa JIMHUS niaeHa. llpu
®Dpance MenoaNYHATA JIUHHS € NIa6HA — TOPEANIIUTE OT CKOKOBE ca
€IHOMOCOYHM M Ca CJEeIBAaHH OT CTPEMHUTEIHM TaMOBHUIHHM WIH
apreXupaHu TMacaKu M3IUI0 B enHa mocoka. ConoBaTta JMHUS B
KOHIIepTa Ha JIeHHCOB € TUIMYHA 332 HETOBUSl CTWJI M MOXeE Ja Ce
Hapedye xubpuoHa — 4Ype3 TECHU HHTEPBAJIM ¥ TO-ABITH IIPABH
JIBIDKEHMS B €JTHA TIOCOKa ce 00pa3yBar roJieMd aMIUIUTY/IH B Is1aTa
muaus. ChABP)KAHUETO Ha coyioBUTE napTuu npu Huncen, Komnang
n @paHce € MomoOHO: mMacaku — OBP3U BUPTYO3HH W OBP3U B
CTaKaTo/mopraro; O0aBHU TEMH C TPYIHH BB3AYIIHH MOAIPHKKH;
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rosiemu ckokoBe. IIpu JleHncoB He ce cpeniaT nacaxku B CTakato, HO
HETOBMST KOHLEPT BKJIIOYBA YETBBPT TOHOBE U LISJIOCTHO € HAIUCAaH
Ha MO-CHbBPEMEHEH MY3HKaJICH €3HK.

11.2.9. Buptyo3nn nacaxu. Te oOXxBamiar 1enus KOHIIEPT Ha
HuiiceH — mOCTOSSHHOTO MM MPUCHCTBHE B COTIOBATa MApTHS € €IHA OT
OCHOBHHUTE NMPUYMHU MPOU3BEACHUETO Jia € ¢ BHCOKA TPYAHOCT Ha
n3bIHeHHe. B Tpyma ca mnokasaHu 4 BHPTYO3HM Ilacaka,
MpeACTaBsIBallld  KpailHO TEXHHUYECKO MPEIU3BUKATEICTBO H
MOKa3aTeIHU 33 CTWJIA Ha aBTOpa: W3KIF0UMTeNHa Obp3KHA Ha mpara
Ha U3IIBJIHUMOTO; HETUIIMYHH 32 HHCTPYMEHTA XOJI0BE M U3BBHPEIHO
Obp3M CKOKOBE; CHTHa W (HUHA apTukynanus. [lpu CclIoXKHOTO
JBIDKEHHE Ha MEJIOJUYHATA JIMHUA C ObP3U CKOKOBE, 3 U3IIBJIHUTEI
OCHOBHa TPYAHOCT INPEJCTaBJsIBa 3ala3BaHETO Ha SICEH METPYM IIO
BpeMe Ha nacaxure. B Konuepra Ha Konyiann ocHOBHa TpyZHOCT 3a
MpeojiosiBaHe ocTaBa oOxBamaHeTo Ha (parmeHTupanata |l wact
3apajii: HEMpPECTaHHO CMEHSIIUTE Ce TEeMIa W METPYM, CIIOKHUS
CHUHKOIIMpPaH PUTHM, HEoOXoauMmara CTaOW/IHA BB3IAYLIHA CTPYys 3a
¢pasure BBB BHCOK peructbp. llsmata kajeHna e W3MbBIHEHA C
BUPTYO3HH Macaxu (IMOKa3zaH € MpHUMeEp C pasriiekJaHaTa 4acT OT
Hes1). XapaKTepHa 3a Mo-ToJisIMaTa 4acT I1acaku B KaJleHIaTa OcTaBa
ynotpebaTa Ha mopTaro (TeHyro). ToBa e W Hail-clnoxHara 3a
W3IBJIHEHWE YacT OT [JIeHA TOYKAa Ha BHUPTYO3HOCT — H3UCKBA
CTaOMITHM BB3JYIIHU TOJJIPHKKA BBB BCHYKH PETHCTPH U €
yMopHuTellHa 32 KinapuHeTHcTa. [lokas3aH e u e pasrienan GUHATHUSAT
nacaxx ot KoHuepra — Npeau3BUKATENCTBO 3a H3IBJIHUTENS ca
BHCOKHTE TOHOBE M DIHCAHIOTO (Tpempamamo KbM JpKas
npaktukute). KonneprsT Ha @paHce ce chCTOU TIABHO OT MACaXKH,
HO T€ HE ca caMoIlel, a YacT OT KOMITO3UTOPCKUS €3UK Ha aBTOpa, OT
HETOBHsI OpUT'HHANEH cTrI. [lokazanu ca 4 macaxa, ¢ H3ITbJIHUTEIICKH
TPYAHOCTH. TOCTOSIHHA CMSHA MEXKIY XPOMAaTH3bM, CEKBEHIIMOHHU
IPOrPECHH U  KJIACHMYECKH apleXu M TaMOBUIHM IacaxH;
HEOOXOIMMOCT OT (PMHA MPBHCTOBA TEXHWKA M CTA0WJIHA BB3IYyIIHA

27



CTpys; IOCTOSIHHO CIIEABALM CE€ TPWIEpU WU IBOWHHU (opIasy,
ChUETAaHU C KOHTPACTHH PUTMHUYECKH I'PYNH B CTAKATO; CTPEMIJIaBa
CMSHa Ha [aca)ky, TOHAJTHOCTH, CKOKOBE, pa3ilyeH TUI apTUKYIAlUN
n Obp3u ykpamenus. KoHueprsT Ha JIEHHCOB € W3IBJIHEH C
BUPTYO3HH Macaxu — B | yact Te TpyaHO ce OTmensAT oT olmiaTta
¢dakrtypa. Ilokazanum ca 2 mnpumepa (TunuuHu 3a Konuepra u
TBOPYECTBOTO HA aBTOPa), NMPH KOUTO MNPEAU3BHKATEICTBOTO 3a
W3IIBITHUTEINS IPEICTABIISIBA KOMOMHALIUS OT TEXHHUYECKA TPYIHOCT 32
OBbp3MHA B YCIOXKHEHUTE OT aNTepallu Macaku (4eCTO ChC CIOXKHU
MPBbCTOBKM BBHB BHUCOKHMS PETUCTbpP) U JAbJraTa 3a BbB3AYIIHA
MOAIPBHAKKA MEJIOIUYHA JIUHUS.

I1.3. U3B0oaM
Ha 0a3a W3710KEHOTO JOTYK Ca HANpaBeHU H3BOJHU, I0-
Ba)XXHUTE OT KOWTO Ca:

e OOmMTE XapaKTEPUCTHKH M Pa3IH4YUs TPU YCTUPUTE
MPOU3BEJCHUS MOraT Ja ObJaT aHAIM3UPAHHU, OINPEACICHH,
Knacu(UIMPaHd U CHCTEMAaTH3UPAHH;

e ABaHTapJHUTEC TEXHUKH YECTO C€ OOpbhIIAT KbM
TPaJUIMUTe M Ca HAYMH Jla C€ ThPCAT HOBH IPOYUTH Ha
YTBBPACHUTE KIaCUYeCKH (popmu;

e BuBeleHUTE KaTEropuM 3a pojisiTa Ha OPKECThpa Karo
onosuyusi W B npuobwasane ONPENCIsAT XapakTepa Ha
AKOMIIaHMMEHTA,;

o [lpu pasriexaaHe Ha coyioBaTa MapTUs B IPOU3BEICHUATA
ce Hajara BBBEXKIAHETO HA TEPMHUHHUTE pasuyneHd, niasHa W
XUOPUOHA MeNOOUYHA TUHUSL.
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I11. Tpera rnaBa. AHaJIu3 M CPaBHEHHe HA
KOHLIEPTHUTE OT M3IBJIHUTEICKA IJIeIHA TOYKA

II1.1. CobiecTByBalm 3almucH. Poas Ha
M3OBLJAHATEINTE 32 Ch3aaBaHe’’ M pasnpocTpaHsiBaHe Ha
HHCTPYMEHTAJIHU IPOU3BeJeHUS

I11.1.1. O630p Ha 3anucuTe. 3aMHUCUTE ca IIEHEH JTOKYyMEHT,
KOWTO, OCBEH MHTEpIIpeTanusiTa Ha apTHCTUTE, 3allevaTBa U JyXa Ha
BpemeTo. [lopamu nuncara Ha €IUHEH PETUCTBP 3a KJIacHiecka
My3HUKa, B KOWTO J]a c€ ChIbpKa HH(POpPMANKATA 32 BCHUKH 3aIUCH,
MpaBeHM HSAKOTa, IIeJI Ha HACTOSIIOTO HM3CJICJBAHE € Ja HaIlpaBH
MpeICTaBUTENIHA W3BaJKa HAa HAJIMYHUTE TaKWUBa, IOBEKIAUKH IO
msBomu. CrmpaBkara or  caiitosere  AlIMusic®,  Discogs®,
Prestomusic®, Wikipedia® u mmardopmara Spotify®® nokassa, ue
MoraT jia ObJaT OTKPUTH 0010 ;

e 38 3anuca Ha Konnepra Ha K. Husncen;
e 45 3anuca Ha Konnepra Ha A. Komnang;
e 13 3amuca na Konnepra na XK. @pance;
e 1 3anuc Ha Konuepra Ha E. JleHucos.

B Tabnuyen By (pasaeieHu Mo U3IMbIHUTEN; HAIMOHATHOCT;
3aMycaHy KOHIIEPTH; CUCTEMa Ha KIIAPWHETA; BUJI 3aIliC; TOAMHA Ha
M3JIaBaHe) Ca MPEJCTAaBEHU KJIAPUHETHCTUTE, HAIIPABWIN MOBEUYE OT
eAnH 3anmuc Ha koHmepTture. OOOONICHWTE NMaHHM OT TabiuIara
[MOKa3BaT, Y€ 3alMCHUTE MPUHAIJIEKAT HA KIAPHUHETUCTH OT MHOIO

47 Tyk ce BU3Mpa POJIATA HA HU3IBIHUTENHUTE KATO BABXHOBUTEIN HA KOMIIO3UTOPUTE
WM TIO3HAHCTBOTO U KOJAGOpalMsaTa Ha U3ITBIHUTEN U KOMIIO3UTOPH, KOUTO JaBaT pe3yJrar
NpH CH3IaBAHETO HA IPOM3BEICHHS 3a ONPEIEIECHH HHCTPYMEHTH HIIH CHCTABH.

48 https://www.allmusic.com

49 https://www.discogs.com

50 https://www.prestomusic.com

5t https://wikipedia.com

52 https://www.spotify.com/

5 B mporeca Ha ThpCEHe HA CHIIECTBYBAIIM ODUIMATHY 3alHCH (T.€. M3AaAeHHUTE
OT 3ByKO3aIMCHA KOMIIAHHS M PA3IIPOCTPAHKUTEN), C 11eJI OTKPHBAHE HA 3aMUCH CTIEHU(pUIHO Ha
Kowuuepra Ha JleHncos, Gele H3BbpPIICHO ThpCceHe U Ha pycku Oasu anuu (Hamp. https://classic-
online.ru; https://yandex.ru), Ho nrdopmarws 3a npyru 3anucu Ha KormepTa He 6erie OTKpUTa.
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HallHOHATHOCTH M TmpeoOiamaBamo Te ca Mbxe (14 ot 16
V3MIBIHATENH), KaTo IO-TojiiMaTa dYacT OT TSIX CBHUPAT Ha
MHCTPpYMEHTU ¢ (peHcka cuctema (13 or 16 m3mbaHuTenn). Kum
HAKOM OT 3allMcUTe B Tabmumata ca J00aBeHH KOMEHTapH.
Ot0ens3anu ca 3aluCcH, KOUTO HE ca HAMEPWIIM MACTO B TabnuuaTta,
HO ca 3HAYMMH U BOXHU OT MCTOPUYECKA IJIeJHA TOYKA, KAKTO H
o0cTosTeICTBa OKOJIO Ch3[aBaHeTo Ha 3amuca Ha E. bpynep.
111.1.1.1. Ilpezneo na 3anucume cnpamo KoauuecmeeHomo
OMHOUIeHUE MbiCe KbM HeeHU. My3UKaHTHT KIApUHETHCT OCTaBa
JOMUHAHTHO MBXKa MpodecHs 1 0 THEC U TOBA € 00SICHEHHE 32 T10-
ToJIeMU 1 3alIMCU Ha MBKE KIIAPUHETUCTU. B'I)HpeKI/I TOBa, ABaMa
OT HaW-TIONMYJSIPHUTE W3MBIHUTENN, KOWTO HMAaT ONM3BK Opoi
cinymianus B matdopmara Spotify, ca Mbx u xkena — Maptun Oproct
n Cabune Maitep. IlpencraBena e rpaduka ¢ KOJTHYECTBEHOTO
OTHOIIIEHUE KEHU KbM MBKE B 3aIUCUTE.
111.1.2. Pe3yaTaTu ot u3ciaenBaHeTo Ha 3amucu. [lomsure
OT CpaBHSBaHETO Ha 3aIlUCH C PUMEPH OT CBETOBHU MaiCTOPH MOTAaT
1a Obaart:
O OTKpUTHS 3a CIyIIaTeNsl U3ITBJIHATEN B 3BYKOBO H
TEKCTOBO OTHOIIICHUE;
O HaMHpaH€ Ha TEXHUYCECKM U HHTCPHPCTAMOHHN
MIPOIYCKH B TEKCTA,
O KakTo W oOoraTsBaHe Ha  TpeJcTaBara  3a
WHTEpIpeTalOHHATa KOHIICTITNSI Ha TPOU3BEACHHUETO (HO
NpY HaJIMYUe Ha cOOCTBEHA MHTEPIIPETAIIMOHHA KOHLETILHS);
O W3TpaXKIaHe Ha eCTETHYCCKU UJIeall.
WznbnautensT npodecuoHanucT TpsiOBa 1a ocTaHe OTBOPEH
" I'bBKaB CIIPAMO CBOATa U UY)XKAUTC UHTCPIIPETALIN.
Huxkoli 3anuc He € HambJIHO JJOCTOBEPEH CIIPSMO 3BYUEHETO
Ha JKMBO Ha CBHOTBETHHS HW3IBIHHUTEN (3apaJdl BB3MOXKHOCTTA 3a
TIOBTOPCHHUE M TOHPEKHUChOPCKATa paboTa), HO € CIUHCTBEH IICHCH
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JOKYMEHT, KOMTO MOXe€ 1a OCTaHe cJe[ U3IIBJIHCHUETO U /1A TIOIEKH
Ha aHaJIn3.

111.1.3. UuTepec Ha M3NbJIHUTEINTE KBM NPOU3BEeHUATA
U TAXHATA PoJisl IPU Chb3AaBaHeTO MM. YecToTaTta Ha M3IIbJIHEHHE
Ha YETHUPUTE KOHIIEPTa MOKE J1a CIIy’KU KaTo MoKa3aTeln 3a HHTepeca
Ha M3MBJIHUTEINTE KbM Ipou3BeneHuaTa. CrpsaMo Hes u n30opa Ha
MY3UKAHTUTE Ha IPOW3BEACHUS IIPU Ch3JaBaHE HAa 3aIllUCH, CE
HampaBu M3BOJ, Y€ Pa3rNIeKIAHUTE KOHILEPTH CE IMOAPESKAAT IO
MOMYJISIPHOCT OT HAaW-TIOMYJIIPEH KbM IO-MAJIKO MOIMYJSIPEH Taka:
Komumann, Huncen/®pance, Jlenucop (oTOens3Ba ce BIUSHHETO Ha
koHKypca ,,Kapn Humncen* B OneHce U MHOKECTBOTO M3IIBIHCHHUSI B
muHanoTo Ha Konnepra Ha /{eHucoB Ha 3aman).

ITocouBa ce IMPUHOCHT HA MY3UKAHTHUTEC, BAbXHOBABAIIIU YPE3
W3IBJIHEHUATA CH  KOMIIO3UTOpUTE  Ja  Cb3JaBaT  HOBHU
WHCTPYMEHTAJIHU TNpOu3BeAeHUs (TakbB npumep ¢ KoHueprbT Ha
Huncen), nnu camu ru nopwuBar (Hamp. KonueptsT Ha Korutann),
KaTo Taka: pa3lIMpsBaT pPENeproapa; Ch3gaBaT NPEANOCTaBKa 3a
(dopMHpaHEeTO Ha HOBH CTaHJAPTH 32 MaHCTOPCTBO; YCTaHOBSBAT
HOBHTE BUPTYO3HHU NPOU3BEICHHUS B periepToapa.

II1.2. TIpoGaemMn u mnpeaU3BUKATEJICTBA Tpel
M3 bJIHUTEJIS

CpaBHUTEIHUAT aHAIU3, CBEACH 10 KAIOU08U MOMEHMU
nopaou zonemus o00em Ha U3Ce06AHUmME HMEKCmoge Ha
npouseedenuama, 1aBa JIOCTaThbUHO sSCHA IMpeJAcTaBa 3a oOpasa Ha
JKaHpa M € OCHOBa 32 OTKPHBAaHE Ha Mapalielidi MEXIy YCTUPHUTE
TBOpOH.

111.2.1. pount Ha Tekcra. OnpeaenaT ce HIAKOJIKO BHJA
W3ITBIHATEIICKH MMPOYUT HA TEKCTA:

® NBPEOHAUANEH NPOYuUmM — V3IBIHUTEIAT MOXKe Ja
CpEIIHE CIICTHUTE TPOOIEMH . HEMTOHATEH U TPYIICH 3a YETCHE TEKCT;
TEKCT, H3MNICKIAI HEBB3MOXKCH 3a H3IMBIHCHHE, H3IBIHCH C
HEIIO3HATH O3HAYCHUS TCKCT;
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® 3a0v1004eH  npoyum — PA3BUT B  METOAWYHA
MTOCIIEIOBATETHOCT, TOPEONMUCAaHUTE IpoOJIeMH Morar na ObmaaT
[IPEOIOJICHH B OTHOCUTEIHO KPaThK CPOK Upe3 HAaMHUPAHE Ha JECEH U
€CTEeCTBEH HAUMH 32 U3IBIHABAHETO HA CIIOKHUTE TEKCTOBE;

e BB3MpUEMaHE Ha TEKCTAa U OCMUCIAHEMO My Kamo
Ji02uuecKka nociedosamennocm U peaekcrs Ha aBTOPOBaTa MUCHIL.
[Ipu getene 6e3 ABIOOYMHHO pa3OupaHe, ABETE MOHATHUS YemeHe U
pazbupane He ce IpecHyar;

® npogecuonanen npouum — Npouec, Npy KOMTO ce cpear
aBTOpoBaTa HJACA W HUSINBIHUTCIICKATa HWHTCPIIPCTALUA. SIBsiBa ce
KaTaJn3aTop M M3TOYHUK Ha KPEAaTHBHOCTTA B H3IBIHEHHUETO.
Msnon3ea ce mpumep ot kuurata Ha MBpu I'utmuc ,,/Jlymara u

crpynara“®*

OTHOCHO pOJIATa Ha U3IIBJIHUTCIIA B ITPOYUTA HA TCKCTA,
® npasuien npouum Ha NaJCHO Tpou3BeneHHE (€IHAKBO
BEPEH KbM aBTOpA Ha MPOU3BECHUETO, €MOXaTa U CTUIIA, OCHOBHUTE
C€CTCTUYCCKH IIpaBHjia 1 HOPMH HA MY3UIIUPAHETO, KaAKTO U CIPSAMO
JyXxa Ha TBopOaTa) — MOKe Jia ObJiec caMo €/I1H, & HHTEPIPETAIINUTE —
MHOTO. [IpaBUITHHUST MPOYUT CE€ OTHACS JIO PEKOHCTPYKIMATA HA
aBTropoBara wuues M3IBJIHUTENAT TpsiOBa na s ,,JOCTaBU™ JI0
cinymarens. ToBa JocTUraHe 10 CiylmaTeldss MOXE Jia ce Hapede
,»PEKOHCTPYKIMA“ ¥ OU clelBajlo Jia ce CMsTa, 4Ye MMa caMmo eHa
dbopma, KOATO TYK Hapuuame ,IpaBWICH MPOYUT Ha
MPOU3BEIEHUETO. B paMKuTe Ha TO3M MPOYUT MOTAT JIa ChIIECTBYBAT
€THOBPEMEHHO  BB3MOXXHOCTHTE 33  OE€3KpallHO  KOJHUYECTBO
WHTEPIIPETAallii, HOCEIIM HWICHTUYHOCTTa HA BCEKH MY3UKAHT H
HETOBUTE ,,pelICHUS Ha aBTOPOBHS TEKCT (cBoeoOpas3Ha
MaTeMaTHyecka 3a/avya 3a BCEKH W3IBIHHTEN). M3I0KEHOTO TYK
KopecrioHaupa ¢ uaente Ha benenero Kpode, onvicanu B HeroBara

., Ecternxa“®.

% Gitlis, Ivry. L ame et la corde. Paris: Buchet/Chastel, 2013.
% Kpoue, Benenero. Ecmemuxa. Codus: Hayka u uskyctso, 1996.

32



JBpn0okuar mpounT ¢ pa3dupaHe Ha TEKCTa MOXKE na ce
OCBILECTBH IIPH CIIEIBAHETO HA HAKOJIKO YCIIOBHA:

1. IsanocTHO mMO3HAaBaHE HA CTWJIA M TBOPYECTBOTO HAa
W3IIBJIHSBAHUS aBTOD;

2. llpocnensiBane Ha Qpa3uTe U ONpeeIsTHE HA JIOTHIECKUTE
uM omopHH Toukd. [IpuBeneH e mpumep c rpaduuHa cxema Ha
JIOTMYHO W HEJIOTHMYHO CIIEBAIla aBTOPOBATA MUCHI HHTEPIPETALIUS
Ha mbpBa TeMa npu Ppance;

3. Cren xaTo TEKCTHT € OWJI TPOYETEeH, W3IHUIIHOTO MY
MOBTapsiHE MHOTO IHTH MOXE Ja JOBEIE /0 ,,MalllMHU3UPaHE B
U3IIBIHEHNUETO, a OT TaM — JI0 3ary0a Ha Bpb3KaTa ChbC CMHCHIIA MY.

I1.2.1.1. IIooxo0 u ocobenocmu 6 pabomama c
mexcmogeme Ha Yemupume Konyepma: HuuceH — CI0OXEH TEKCT, C
KOMIIJICKCHA KOMITO3HUILIUS, MHOTO ajTepalry, H3UCKBA OpraHu3upaHa
U MeToAuyHa paboTa B Mocoka aeTan—1suio. OpaHce — TEKCTHT €
CIIOKEH, HO C TO/pelieHa, PallMOHAIIHA KOMIIO3HUIUS W JIOTUYECKH
npociieAnMH nacaxu. ChIo M3MCKBA CTPYKTypHUpaHa M METOAMYHA
paboTa OT 4aCTHOTO KbM 00I0TO, Oe3 Jja O'bIaT NPOIYyCKaH! €TalH OT
mporeca 1O u3ydaBaHeTo My. Kommang — Hai-onmpocTeH B
KOMIIO3UIIMOHHO OTHOILLIEHHE, ChC CJIOKHA PUTMHKA, HO yA0OEH 3a
YyeTeHe TeKCT. JIeHHCOB — TPY/AEH TEKCT, CBUKBA C€ C MHCMOTO MY.
Komnozunusara e cbc cpeaHa CIOXHOCT, HO TpsiOBa na ce oObpHE
BHHUMAHHE Ha HCEJICHUTC ,,IIJIaBalllu pI/ITMI/IKI/I“ U MHOXKECTBOTO
AITEPAIHH.

[lo3HaBaHeTO Ha MapTUTypaTa U NapTHUTE HA OPKECTPOBUTE
HUHCTPYMEHTU C TCEXHUTEC PCINIMKK € OT OI'POMHO 3HA4YCHUEC 3a
OCBILECTBSIBAHETO HA H3II'BIHEHHETO M Ha YETHPUTE KOHLEpTa.
Crioco6HOCTTa 3a aHAIM3 M W3ydaBaHE Ha NMPOM3BENEHHUS CAMO IO
TEXHUTE MapTUTYpu 0e3 CBUPEHE CHINO € MPEUMYIIEeCTBO B paboraTa
C My3HKalleH TeKCT. [IpounThT Ha TEKCTa Ha KOHLEPTUTE TPsAOBa Aa
npoTede B JBE IIOCOKM — HWMaWKd MpeABHA ChOOpa3siBaHETO/
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aHCaMOJIOBOTO CBUpEHE H C HJes 32 BB3MOKHOCTUTE Ha
CBOOOTHOTO/CaMOCTOSITEITHO CBUPCHE.

111.2.2. OBaansiBaHe M MWOATrOTOBKAa HA BHUPTYO3HHTE
Nacaxu ¢ HejJl MaKCHMAJIHO J06pOTO MM MpeAcTaBsiHe MpeN
ny6/uka. [IpaBUIHHAT TOAXOJ KbM CIOKHU HAaca)Xvl € OT €IHAKBa
BaXHOCT KaKTO 32 TEXHHYECKH H3PSIHOTO UM TMPEACTaBsSHE IpH
W3IIBITHEHNE, TaKa U 32 OCUTYPSIBAHETO HA JIBJITOTOIUIIHA QU3ndecKa
CTaOMITHOCT Ha caMusi My3UKaHT. Payuonannuam memoo na paboma
C MacaKh OT BHCOKA CIIOKHOCT € OT ’KM3HEHO BKHO 3HAYCHHUE 32
OBpP30TO UM U TpaliHo omiansaBaHe. C ,pallMOHAJICH ce O3HAYaBa
METOJA, MAKCUMAJIHO e(bCKTI/IBCH 3a MUHUMAJIHO BPEME U YCUJINA — TOH
TpsiOBa Ja ObAe uHOUGUOYALeH 33 BCCKH W3MNBIHUTEN W IO
BB3MOXKHOCT CB3lIaIcH OT caMusi Hero. [IpuBeneH e mpumep 3a
pasymeH u eekTuBeH MeToj Ha paborta, ommcan ot JI. ITuno®.
N36poeHn ca Hacoku 3a paboTa C TEKCT OT BHCOKA CIIOXHOCT:
rpaaupaHa paboTa, paboTa ¢ BHUMaHHE KbM (PU3NIECKH KOMGOPT U
JUCKOM(OPT, aAKOMIIAHUPAIIH YIPAKHEHHUS 3a ISTAWINTE OT rmacaxa,
CaMOKOHTPOJI Ha MHTOHAIIUSATA, TIPOBEPKH 32 MPOITYCKH B TEKCTA.

111.2.2.1. Cneyuguuen nooxod0 kvm nacaxcume 6
U3NBIAHEHUEMO HaA Yemupume KOHYepma:

Huiicen — u3uckBa cneunuyueH TEXHUYECKHUS MOAXOJ KbM
MacakuTe CIpsSIMO CTPOsi Ha MHCTpyMeHTa (B A), 0COOCHOCT IpU
W3IBIHEHHETO UM ca JBJITUTEe IOCTPOCHUS, NPH KOUTO HE €
nouepTaH MeTpyMbT. [lokazaHu ca TmpuMepH 3a JOOaBSHETO Ha
Pa3NUYHU BUIOBE YYHKUUOHATHYU aKyeHmu TIPU TE3U TIaCaXHU C 11T
opranuszanus Ha 3ByKoBOTO maBwwkenue (®Dur. 35-38). Te wumar
3BYKOBa M METPUYHA OpraHU3aIlMOHHA (DYHKIIHS, ]aBaT Bh3MOXKHOCT
Ha M3IIBITHUTENS 1a M3BaIM Ha MMOKa3 CKPUTH 3aMHCIH (3araTHaTé OT
aBTopa) B THKaHTa Ha TMacaxure. B pesynrat ce pa3BuBar

% Pino, David. The clarinet and Clarinet Playing. New York: Dover Publications,
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KpEaTUBHOCTTa M C€ U3rPaKAa MCTUHCKATA H3IIBJIHUTEJICKA
HUHTEPIPETALHSL.

Konnann — ocHOBHA TPYAHOCT MPEICTABISBA U3ITBIHEHUETO
Ha kajneHunata B KoHuepra — npparara mopenuuna OT apHeKUpPaHU
MOTHBH B KOMOMHALIUS ¢ H3MOPUTETHOTO 32 €3UKa TeHYTO HaBCAKB/IC
MOCTaBsl Ha U3IMUTAHWE U3APHKIMBOCTTA HA W3MBIHHUTENA. 3a
[IPEOOJISIBAHETO HA TE3U TPYIHOCTH € NPEAJIOKEHO H00aBsHE Ha
dynxuyuonannu nayzu (dur. 39) — Te UMaT PU3MOIOTUYHA TOMOIITHA
LeJI, HO CHIIO OKa3BaT IOJIOKHUTEICH €(EeKT 3a MHTepIpETaluATa.
BebimHocT KazeHnaTa mpejgiara OTHOCHTENHO TojisiMa cBoOoja 3a
KJIIAPUHETUCTa B M300pa My Kak Ja ,,pelld’ H3IBIHCHUETO M.
Konaxxnoctra mpu wn3narane Ha TEMUTE B KaieHuarta oOyciaBs
HEOOXOUMOCTTa MAaTEPHATBT Ja ObJe OOCAMHEH OT U3IIBJIHUTEIS
UACHHO U MYy3HKaJIHO, 32 J]a MOXeE J1a IPO3BYYH LSTIOCTHO U SICHO 32
ciymarens. ThbpceHeTO Ha HEOYaKBaHU, UMIIPOBU3UPAHU PEIICHUS,
OTpa3siBallli MOMEHTA 110 BpeMe Ha CBUPEHE Ha KaJIeHIaTa I1e JIOBeJIe
KJIQpUHETUCTa [0 IIBJIHOUEHHO M BABXHOBEHO NpodecHoHaIHO
usnbiHeHne. BeB ¢unamHOTO Tnucanao B Koniepra morat na ce
W3I0JI3BAT TEXHUKH 3a OAX0/1a B paboTaTa, OJIM3KH 10 U3I0I3BAHUTE
B KaJICHLATA.

®DpaHce — pU HETO MOXKE J1a c€ U3IO0JI3Ba MOJIXO/I, MMOI00CH
Ha TO3H, npwiarad npu HusceHn — ¢ u3non3BaHe Ha (PyHKIHMOHATHH
akueHtd (Qur. 40). Te mmar edexr Ha HUMITYIC, 4Ype3 KOWTO
JIBIDKEHHETO Ce 3all04Ba M CJIE]] TOBA €CTECTBEHO MPOIBIDKABA — BUJI
nepretyym mobune. [lpuBenen e mpumep 3a HOA0OHA TEXHUKA,
ommcana ot W. Furimac®’. TlpenopbuanusT moaxo 3a pabora ¢ TeKcTa
Ha KOHIIEpTa MOXe Ja Oble: aBTOMaTH3MpaHE Ha IacaXkKHTe,
BB3INPHUEMAHE Ha IMACaXXUTE€ KaTO I[IkdJla MY3UKaJIHA JIMHUA, a HE
CTpyIIBaHE Ha MaTepuall; U3MOJI3BaHE Ha KMHETHYHATA CHEPTHUS BHB
(YHKIMOHUPAHETO Ha MOTOpHKaTa. B Tuxute u B 0aBHHTE Macaxku
TEXHUKaTa € KOHTPACcTHA Ha U3I0/I3BaHaTa B Obp3UTE TaKUBa U HE CeE

5 Gitlis, Ivry. L’ame et la corde..., pp. 147.
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mpernopbyBa ymorpeba Ha (yHKIMOHATHM akieHTd. llacaxwure,
ChIBp)KAIlM CMsSHAa Ha MeTpyMma, TpsOBa Ja ce YIpaxHsBaT ¢
MOMOIITa Ha HACTPOCH Ha MaJKi PUTMHUYHHU CTOMHOCTH METPOHOM C
LeJT U3rpaKAaHe Ha BbTPELIHA IYJICALs Yy U3IIBJIHUTEIS.

JIeHHCOB — TP HErO TPYAHOCTUTE 32 M3IIBJIHUTENS] MOTaT Ja
ce pas3leNeHSAT Ha TeXHHMYECKHM W purtmuuecku. OtOenszBa ce —
aBTOPOBOTO MHCMO B PUTMHUYHO OTHOLICHHE HACOYBa KbM CBOOOAA B
W3IIBIHEHUETO M HE TOJIKOBAa TojisiMa CTPUKTHOCT. Jloka3Ba ce —
MocIeZI0BaHus OT 7, 9 M mpouyue TOHA 3a €IHO BpeMe TpAOBa Ja ce
BB3IMPUEMAT 32 PUTMUYHA U My3UKaIHa ISUIOCT, ThH KaTo JIEIEHHETO
Ha CBhCTAaBHMTE WM 4YacTH OM OWJIO HapyIIeHHE Ha aBTOpOBaTa
purMuuHa cepus. OTKpHBa ce mNapanen MeXIy KOHLEpPTHTE Ha
Henuncos u Komnang B ycemaneTo 3a cBo0o/1a, HIBAIIO OT JKa30BaTa
My3uka. Pabortara mo msmbiHeHumeTo Ha KoHmepra tpsiOBa nma ce
pa3BuBa B [IB€ HAIIPABICHUS: TEXHUUECKO 00e3MeuaBaHe HAa BCHUUYKHU
TPY/ZHU MECTa U CIie/IBaHe Ha KecTa Ha JUPUTEHTA MIPU MPECTaBsHE
Ha MPOU3BEACHUETO C OPKECTBP.

B 3akimoueHue ce oTOesI3BaT: OOLUIUTE YSPTH B MOJIX0/a Ha
pabora nmpu Huncen n ®paHce, NCUXOJIOIMYECKHUAT MOAXOH HPHU
Komnann n kommnexkcHusitT noxxox npu Jenucos. Ilcuxonorusra
urpae poJsis B TIOATOTOBKATA HA BCSIKO OT MPOM3BEICHHSTA.

111.2.3. I'pudoBa Texnuka. Orbenszana e 000CHOBKaTa Ha
aBTOpa Ha W3CJIEJBAHETO Jla HE pas3riiekaa Bb3MOXKHHUTE TpUPOBU
TPYJHOCTH B YETHUPUTE TMPOU3BEACHUS H ca TPEAJIOKEHU
cripaBodHuIMTE 1o TeMara Ha T. Punenaysp®® u K. Onspman®.

111.2.4. OnopHu MoMeHTHM NpH H300pa HA MIATHUH H
HHCTPYMEHT 3a H3NbJHEHHE HAa YeTHPUTe KOHIEPTAa.
., IpaBUJITHUAT IJIaThK HE NPHUHAJICKH Ha OmpejeicHa GupMa HIn
MaicTop, a € MOAXOSIIMAT 3a JaJieHa CUTyalus IUIaThK, U30paH

%8 Ridenour, Thomas. Clarinet Fingerings: A Guide for the Performer and Educator.
Ridenour Clarinet Products, 2002.

% Opperman, Kalmen. The New Extended Working Range for Clarinet — A
Comprehensive Fingering Guide. New York: Carl Fischer, 2004.
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Ch0oOpa3HO: PH3MUYCCKHUTE XaPAKTEPUCTUKU HA M3ITBIIHUTEIS; HAYMHA,
Mo KOWTO ce 4YyBCTBA W3MBIHHUTENAT B JAJCHHS MOMEHT;
cneunpUKUTe Ha MPOM3BEICHUETO, KOETO INe C€ M3IbIHSBA;
aKyCTHKaTa Ha 3ajata M CbhCTaBa OT MY3WUKaHTH, CTpOS Ha
uHcTpyMenTta. CbBeTH npu n300pa Ha miatsk: HuiceH — HeoOxoaum
€ TIaThK C TOJISIM TeMOPOB 00eM, H3IPBKIMBOCT H YMEPEHA TEKECT;
Komrann — nmatek ¢ 06epToHOBE U cTabmIIHOCT; DpaHce — yMepeHo
TEXbBK, I'bBKaB U CTaOWIEH, ¢ OoraT TeMObp; JICHHCOB — IJIATHK C
MOIIEH 3BYK M KOJIOPUTEH TeMOBp, ¢ ymMepeHa TexkecT. Hanuurero Ha
npodecroHarieH MHCTPYMEHT € HEOCHOPHMO MPEHMYIECTBO, HO B
OIMpEACICHN YCIOBHA U CUTyallMU U3IN'BJIHCHHUCTO HAa MHCTPYMEHT C
HE-BHCOKH Ka4eCTBa € CMHCTBCH BAPHAHT 32 HIKOW MY3MKAHTH U ©
no-100pe Ja ce CIy4d KOMIIPOMHCEH KOHUEpPT WM HW3IMbIHEHUE,
OTKOJIKOTO TaKWBa Jla OTChCTBAT M300mo. bum Ommo or momnsa
koHieptute Ha Hucen, ®@pance u JIeHHCOB 1a MPUCHCTBAT MO-YECTO
B perniepToapa Ha MJIaJuTe KIAPUHETUCTH U 1a 000TaTAT My3UKaIHATA
crieHa Ha bbirapus.

111.2.5. N360p na Temno npu u3mbaHeHuero. CreBaHETO
Ha aBTOpoBOTO Temrno B Kourepra Ha dpaHce € MoYTH HEBBH3MONKHO.
IIpuBeneHo e obscHenue B cratusita Ha @. Kynep® 3a nsnucanoro ot
camHsi aBTOP TEMIIO B TEKCTa Ha MPOM3BEIECHUETO C MPEIOKEHNE 32
peanucTudHUTE My O3HaueHus. OtOens3Ba ce 3aBUCHMOCTTa Ha
CoJIMCTa OT AUPHUICHT U OPKECTHP IMPU KOHUECPTHO MIIIBIHCHUE B
n300pa Ha TEMTIO.

111.2.6. PaGoTa ¢ TMpPUIeHT HA peneTULHS U N0 BpeMe Ha
KOHUEePT. [logxoabT B paboTara e pa3nuueH MpH MPOU3BEICHUITA:
ekunHaTa pabota npu HuiiceH Mexny AUPUTEHT M COJNHCT €
HCOTMCHHMMA 3apau 4Y€CTUTC INMPOMECHU Ha TEMIIOTO U CJIIOXXHOTO
NpEIIMTaHE Ha MapTUUTE, CAMHCTBCHO HU3IIBJIHCHUETO Ha KOHHepTa
Ha Kormnang 6u Owmiio Bh3MOXKHO U 0€3 JUPUTEHT, HO MPUCHCTBUETO

8 Cuper, Philippe. Jean Francaix Clarinet Concerto. In: The Clarinet, July 2013, pp.
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My Ou OWJIO OT TOJsIMAa TMOMOII B YECTO MEHSIIUTE C€ TEMIIO H
TeMaTudeH maTtepuan Ha |l gact; B Obp3uTe MpemycKamy macaxku 1
MpeIUIUTAIld C€ OPKECTPOBH M COJHMCTHYHA maptuu npu Dpance
HEOOXOJMMOCTTa OT JUPHUTEHT € MHOTO TOJisiMa; KpyIHara
opKkecTpauus, ,UIaBallUTe” PUTMHKH W  CJIOXHHUTE KBa3M-
MoJIM()OHUYHY TPEIUTUTAHHUS Ha MAapTUUTE MPABAT U3IIBIHCHUETO Ha
Konmepra Ha JleHncoB HEBE3MOXKHO 0€3 ydacTre Ha AUpHureHT. Upes
rpapuuna cxema (Dur. 43) e TMOKa3aHO OTHOUICGHHUETO W
HapacTBalara HEOOXOIUMOCT OT KOJa0opalusi MEXIY COJHCT H
JHUPUTEHT B KOHLIEPTUTE.

111.2.7. AHcam0y10BM IP0OJIeMHU TIPH padoTaTa HA COJTUCTA
¢ opkectbp. B Konnepra na Huncen — mecrara Ha ,,cOMBCHK™ Ha
CTpaHUTE COJMCT U OMO3UIUS (OPKECTbp WJIH OPKECTPOB COJHUCT),
MecTaTa C MaJIK{ POMEHHU Ha TEMITOTO ¥ HACTPOCHUETO M MecTaTa Ha
CIIOKEH TPEeXOJ] B METpyMa MEXIy COJUCTa W opkecThpa. llpm
KOHJ’IaHZ] — MOMCHTUTC Ha HEIroJIEMHU OTKJIIOHCHUSA OT TEMIIOTO M Ha
PUTMHYECKU TPYAHOCTH Ca OCHOBHA aHCAMOJIOBA TPYAHOCT — BbBEJICH
€ TEpMHUHBT MPAH3UMHA AHCAMO1086a mpyoHocm. Buptyosznure
KBa3u-KaMEepHU BKIFOYBAHUS Ha COJHUCT M OPKECTPOBH MAapTHH TpPHU
PpanHce ca ocHOBHA aHcaM0OIioBa TpyaHocT B Konnepra. OTHOBO ce
HaO0JII0/IaBa MpaH3uUmen ancamoa06 npobaem. JIeHUCOB — LETUST
KOHIIEPT MOXe Ja OBbJe OompelelieH KaTo OrpoOMHA aHcamOIoBa
TPYIHOCT 32 COJIUCT U OPKECTHP — ChC CIOKHUTE TUIABAIIU PUTMUKH,
nperramure €€ TEMU Ha MapTHUHUTE, KBaSI/I-HOHI/I(bOHI/IT-IHI/ITe
BKJIIOYBAHUSI W AyETHTE Ha cojo W Oac kiapuHera. V30poeHu ca
npuMeEpu 3a CHOTBECTHUTE aHcaMOJIOBH TPYAHOCTH B YCTHUPUTE
KOHIIEPTa M € MpeAcTaBeH rpaduueH aHaiu3 Ha aHcamOJIoBHUTE
TPYAHOCTH B KOJIMYECTBEHO OTHOILIICHUEC BbB BCAKO oT
MpoM3Be/IeHHUsTa. 3a TMOBede siCHOTa ¢ Jo00aBeHa H Tabnuia,
o0o0IaBaia M3BOAWTE OT HANPaBEHUS AHANM3 CHPSIMO: arorHka,
JMHAMUYeH OallaHc, pUTMHKA, BTOPU COJIUCT U HaJpeBapa/concerto.
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[puBeneHu ca CHBETH 32 MOAXOAM B paboTaTa ¢ OPKECTHD B
NPOU3BEICHUATA: TIpY HWJICEH 3a MOCTHTaHe HA PUTMUYHA €IUHHOCT
B OTKbCUTE C arorMYHM OTKJIOHEHHS, € HEeOOXOJAUMO TOYHO
V3IbIHEHNE HA MAPTHUTE HA COJIUCT M OPKECTPOBH MHCTPYMEHTH,
KaKTO ¥ TOYHO CJIE/JBAHE HA JMPUIE€HTCKHs KECT; npu Kormang
100pOTO MO3HABAHE HA MAPTUTYPATA U CJIEABAHETO HA AUPUTEHTCKHS
KECT ca HEOOXOIMMH 3a NIPEOJIOIISIBAHE HA AHCAMOJIOBUTE TPYIHOCTH;
npu @DpaHce NO3HABAHETO HA TNAPTUATE HAa  TEXHMYECKO,
JPaMaTyprudHO M KOMITO3MIIMOHHO HHBO, KaKTO U CIEICHETO Ha
JIMPHUTEHTCKHUS JKECT, 1€ BOIAT COJNMCTA U OPKECTHPA KbM YCIIENIHO U
€IMHHO W3IbJIHEHUE; NpH JIEHHCOB MO3HABAHETO HA MAPTUMTE,
MOATOTOBKATA MM Ha TEXHUYECKO HUBO JI0 CTETIEH Ha GE3yNPEYHOCT,
CTPEMEXBT KbM MAaKCHMAIHO TOYHO M3IIbIHEHHE HA PUTMUYHHUTE
IPYNIM M CJIEIBAHETO HA JMPUIEHTCKUS JKECT Ca KPUTHYHH 32
usnbiHeHneTo Ha Konuepra. Ot0enssana € posisTa Ha COJMCTa BbB
BOJICHE Ha OPKECTBPA NPH U3ITBIHEHUE Ha MHCTPYMEHTAIEH KOHIIEPT.

111.2.8. IloMomHM TeXHUKHM B TMOATOTOBKATAa Ha
BUPTYO3HH Npou3Beaenusi. Onucana € He0OXOJAMMOCTTA OT TICHXO-
¢usnyecka MOArOTOBKa B paboTaTa Ha My3MKaHTHTE — paboTa Mo
cucremMara  ANIEK3aHIbP, KOHCYITauu C  (DU3MOTEPANEBTH,
CHIeNUATN3KUpaIn B paboTa ¢ My3MKaHTH M paboTa C IICHXOJIO3U M
CHENMAIMCTH (HAIP. MOTUBAIMOHHU TPEHBOPH) C €] HAMAJIABAHE HA
TPaBMUTE OT YIPWKHEHHMATA W YJB/DKABaHE HA TBOPYECKOTO
NABIATOJETHE HAa M3MbIHWTENSA. OTOENsA3aHO €  €IMHCTBEHOTO
[EPHOJIMYHO HM3/IaHUE, MOCBETEHO W3ILUIO Ha TE3U NPOOJIEMH TIpH
mysukantute — “Medical Problems of Performing Artists™®.

I11.3. U3Boau
Ha 0a3a u3/105k€HOTO JIOTYK Ca HalpaBeHH HW3BOIM, IIO-
BAJKHUTC OT KOUTO Ca.

61 Altenmiiller, Eckart et al. (Ed.) Medical Problems of Performing Artists. Science
& Medicine, Inc._ISSN 1938-2766 (Online).
https://www.ingentaconnect.com/content/scimed/mppa.
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e JleHHO KayecTBO Ha M3MBJIHUTENS € TOM JAa 3amas3u
CBEXKECTTA Ha MHTEPIPETALMATA CH U [1a € OTBOPEH Aa s IPOMEHS 110
BpEMeE Ha camara CU U3sBa;

e I300pbT Ha MHCTPYMEHT M aKCecoapy, a Taka ChILO U Ha
MoJXo B paboTara, TpsiOBa a Ob/ie HHANBHAYAICH M ChOOpa3eH ChC
cenu(UKUTE Ha N3ITBIHUTEIS;

e KoHuepTsT Ha JleHUCOB, MPOTUBHO Ha IIbPBOHAYAIIHOTO
BBINPUATUC HA HUSINBIHUTCIUTE CIPAMO CJIOXKHATa MY PHUTMHKA,
[pearoara No-cBo060AHa MHTEpIpETaLNS;

e [lpu paboraTa ¢ TUpHUreHT, HEOOXOAMMOCTTA OT MO-TSCHA
Bpb3Ka MEXKAY COJIUCT W AOUPUICHT B KOHUHCPTUTC CE€ HApCKOAa
HapacTBaiiku oT Komnann keM @pance, Huncen u JleHucos;

3akirouenue

Jloka3Ba ce, e BBIPEKH PA3IMKUTE B CTHIOBUTE OCOOCHOCTH
W U3MOJI3BAHUTE MY3UKATHO-U3PAa3HU CPEACTBA, CPABHEHUE MEXKIY
YEeTHPHUTE Pa3IIIeKIaHUs IPOU3BEICHHS € BH3MOKHO H HEOOXOIUMO.

W3BomuTe OT M3CIIEABAHETO MOTaT Jia ObJaT MPeICTaBEHH B
JIBE TPy, 3aCATAIN ChOTBETHO:

1. MamabHata KoHIIepTHa popma:

e  OpKecTpOBUAT anapar Moxe J1a ObJie ¢ npuodwasaua unm
onosuyuonHa GyHKIUSA, a U300pHT HA OPKECTPOB CHCTaB B
pasriexaaHuTe MPOW3BEACHUS He ompelens MamabHOCTTa B
3BYYEHETO U BB3JCUCTBHETO Ha KOHIIEPTHTE — TE CE OMPEACIST OT
MaCTOPCTBOTO Ha KOMITO3UTOPA MPH Ch3/IaBaHE HA OPKECTPAIHSTA;

e My3UKaIHO-U3Pa3HUTE CPEJICTBA B MPOM3BEICHUATA CE
JBIKAT B OJM3BK JMANa30H — BCUYKHM aBTOPH Ca TOAXOAWIN KbM
W3rPaXKJAHETO HA TPOU3BEACHUNTA, H3IMOJI3BAHKH KIIACHUYECKH
CTPYKTYpH. ABaHTapJHOTO 3By4YEHE Ha eJJHa TBOpOa HE ce Ompenesis
caMo OT ynoTtpe0aTa Ha MOJAEPHHM TEXHHMKH. Pa3IWYHUAT MOAXOA HA
BCEKH OT AaBTOPUTE B KOMIIO3MLIMOHHO OTHOIICHHE OO0yCIaBs
3HAYHUTEIHO CTHIIOBOTO pa3inine Ha MPOU3BEICHHATA,;
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e BoBexaaT ce TEPMUHHUTE pazuynend, niagHa N XubpuoHa
MEJOJMYHA JIMHUAS B COJIOBUTE TMAPTHH, KOUTO TPEICTaBST
€HOBPEMEHHO TEXHUYECKHUTE CIEIU(PUKN U XapaKTepa Ha MapTHUTE
Ha COJHMPAIINs HHCTPYMEHT;

e Jloka3Ba ce, 4ye TEHE3UCHT HA AaBTOPOBOTO IHCMO H
Kommo3utopcka TexHuka B Konnepra 3a kimapuder Ha JleHHUCOB
WHAWKUpA MO-CBOOOJHA arornyecka uHTepmperanus. OTKpuBa ce
HeouakBaH mnaparnen ¢ Konmepra ma Korurann, xacaem; cBoOojarta,
WJBalla OT JKa30BaTa My3HKa;

2. BobJIHATENICKATA TTPAKTHKA:

e CpuiecTByBaT 3allUCH Ha BCAKO €IHO OT pasJIekKJaHUTE
MIPOM3BEIEHUS, KAaTO €IMHCTBEHO KOHIIEPTHT Ha [IeHNCOB € 3amnucBaH
CaMO BC€IHDBK. I[CJ'H)T Ha JXCHUTC MU3NBJIHUTCIN B 3aIllUCUTEC €
YyBCTBUTEIIHO II0-MalbK, HO HE OMpeAeNs TOMyIsIpHOCTTa WM.
3anucuTe ca IEHEH JOKYMEHT (JacT OT TSIX HMaT HCTOpHUYEcKa
CTOMHOCT), MOTaT 1a ObJaT MOJIE3HN IIPU U3ydaBaHe Ha TBOPOUTE, HO
He TpsI0Ba a GUKCUPAT OTpeielieHa HHTEPIIPETaIis 3a CIyIIaTens ’
NU3IIBIITHUTCIIA,

e PossiTa Ha U3NBJIHUTENS KaTO MEUATOP MEXK]ly aBTOpa U
my0JIrKaTa ce ChCTOU B TOBAa KOPEKTHO Ja ,,peKOHCTpyHpa‘ uaesTa Ha
KOMITIO3UTOpa HW MAKCUMAJIHO IMpaBAWBO Ja A MNpCACTaBU Ha
CIIyIIaTENNTe, MPEUyNBaKH s IPE3 CBOUTE CETUBA M eMolMU. To3n
KOPEKTEH MPOYUT MOXKe Aa Oblie caMo eIuH, HO ChIbpkKa B cede cu
BB3MOKHOCTHUTE 32 O€3KpaitHO KOJMYECTBO HHTEPIIPETALINH,

e BrbBeneH e TepMUHBT QYHKYUOHANEH AKYeHM, TAATO PO
Ha TEXHUYECKH UMITYJIC ¥ OpPraHnu3aTop Ha ¢pazata MOke aa Obae OT
ocobeHa 1mom3a B paboTaTa M M3MBJIHEHHETO Ha MacaXW OT BHCOKa
CJIO’KHOCT;

e I300pbT Ha HMHCTPYMEHT, aKCECOapH, JOIbIHUTEIHA
KOMIUIEKCHA TIOATOTOBKA (BKJIIOYBAIIA (DU3UUECKH, ICHXOIOTUIECKH
M TEXHUYECKH CJIEMEHTH) W Ha TOAXOJ B paboTaTta TpsOBa na Oble
WHAWBUAYaJCH U ChOOpa3eH ChC CleU(PUKUTE HA U3ITBIHUTENS,
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e Pabotata ¢ IUPUTEHT NPU H3IIBIIHEHUE HA PA3TIICKIAHUTE
MIPOM3BENIEHUS] MOXe Jla Ce MpoITycHe eanHcTBeHO B KoHIepra Ha
Komurann — npu ipyrute KOHIEPTH TS € OT U3KIIOYUTETHA BaXKHOCT,
kato B Konuepra Ha JleHrcoB € aOCOIIOTHO HAJIOKUTEIHA;

e ['panumara B poyAiTa COJUCT—OPKECTbP € HaH-ICHO
oueprana B Konnepra na Komnang, nokaro koHueptute Ha Huscen,
Opance u [lenncoB cb3aaBaT ycenjane 3a XuOpHIHa COTUCTUIHOCT —
CONUPAIIVIT WHCTPYMEHT TaM € TPEeTHpPaH €IHOBPEMEHHO KaTo
KJIACUYECKH COJUCT, KaTo KaMepeH MY3MKaHT W JOopU KaTo
akomnaHupaiy amapaT. KonuepTsT Ha JIeHHCOB € Haif-ClOXeH 3a
M3ITBIHEHNE B aHCAMOJIOBO OTHOIIICHHE.

OuHanHO MOXe Aa ObjJe HAllPaBEHO CIIEAHOTO 3aKIIOUEHHE:
CHIIOCTABUTEITHOTO pa3riiekIaHe Ha YETHPUTE KOHIepTa IO
OTHOIIIEHWE Ha CTHIOBH XapaKTePUCTUKH, MY3HKATHO-U3Pa3HU
CPEeICTBa, TEKCT, U3ITBIHEHNE Ha BUPTYO3HHU MACaXH, U3CIEABaHE HA
3ammcy, n300p Ha WHCTPYMEHT, aKCEeCOapH, TEMIIO, a ChII0 padoTaTra
C IMPHUTEHT U OPKECTHP, € He0OX0IMM MHCTPYMEHT 3a pa3OupaHe Ha
CHBPEMEHHOTO KJIIAPHHETHO U3ITBIHUTEICKO U3KYCTBO.
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IIpuHOCH HaA AU CEPTALUOHHMSA TPYA

1. 3a npBB OBT ce MpaBU HM3CIEABAaHE YPE3 CPaBHEHHE Ha
pasriaeKIaHuTe TPOM3BEICHUSA ¢ mel neduHupaHe Ha oOpaza Ha
*aHpa ,,KoHuepT 3a knapunet* npe3 XX Bek.

2. 3a IIpbB BT CE MIPABH CUCTEMATHYHO ChOMpPaHe B TA0IHUYCH
BHJI Ha OBJTApCKHUTE MIPOM3BEACHUS B JKaHpa ,,KOHIEpT 3a KiIapuHeT
(ctipsimo HannyHaTa uHpopmanus oT caiita Ha CBK).

3. CeBMecTHO ¢ mupurenta Kanmnna BacuneBa u chcraBa Ha
opkectbpa Ha Cumghonuema I[llymen, aBTOPBT Ha W3CIEIBAHETO
OCBILIECTBSIBAa IpeMUEPHOTO B bbarapus nsneianenue Ha Konyepm 3a
knapunem u opxecmvp oT Kapn Huncen. Pesynrature oT onura mno
BpeMe Ha PENEeTUIIMOHHHS MPOLEC MTPU CAMOCTOATEIIHATA TIOATOTOBKA
U C OPKECTBP, KaKTO U [0 BpeMe Ha KOHLEPTHOTO U3IIbJIHEHHE, 1aBaT
CBOETO IIUPOKO MPHIOKEHUE B ISTIOTO M3CIEABAHE — OT OMHCAHUTE
aHcaMmOJIOBM TMPOOJIEeMH JO TPEUIOKCHUATA 3a YJIECHEHHE Ha
MPAaKTUKATa Ha COJIUCTA.

4. M3rpaskaaniure rojsiMa 4acT OT JUCEpTaIUATa aHAIM3H Ha
(dopmara, My3UKaJIHO-M3PA3HUTE CPEACTBA, OPKECTPALUATA U POJIUTE
Ha COJHCT U OpPKECTbp, paboTara ¢ TEKCTa, COJOBaTa MEJOJUYHA
JIMHUA U BUPTYO3HUTEC ITaCaXXU MOT'aT Jia J0BE€AAT USII'BJIHUTEIIA 10 I10-
IbJI00KO pa3OupaHe HAa My3UKaJIHUS MaTe€puall, aBTOPOBHUTE HIEH U
TBPCEHU:A, @ OT TaM — 10 MO-ITbJIHA YU pa3BUTa UHTCPIIPETALIUA.

5. IlpennokeHuTe pEHICHUs 3a YJIECHEHWE Ha OCHOBHH
U3IIBJIHUTEICKH TPYAHOCTH B PasrieKIaHUTE MPOU3BEACHUS MOTatr
Ja ObJaT OT MpaKTHYecKa MOMOII 3a OBJEIIUTe UM M HACTOSIIH
U3IIBJIHUTENN — 33 IPBB BT B HAyYHATa JIUTEpaTypa ca MpeIoKeHH
pemieHusT 3a HMHTEPIPETAlMOHHA IMMOAXOAW Tpu paborata u
U3IIBJIHEHUETO Ha YETUPUTE Pa3rIIeKIaHU KOHLIEPTA.
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Introduction

The music for clarinet during the 20™ century is an under-
explored territory in the scholarly literature in Bulgaria. Outside the
country this area of research is often not developed also, but there are
works, studies and articles devoted to it. The topic of the doctoral
thesis is an opportunity for this scientific research to fill a part of this
gap by analysing and comparing four world-famous composers with
different style and their virtuoso works that are well established in the
repertoire of the contemporary clarinettist. The results of the study and
the comparison of these works trace the directions in which the genre
“clarinet concerto” has progressed during the 20" century and the
development of the technical possibilities in the performance mastery
of the instrument. The four works are examined in the context of the
general development of the time period. They are composed over an
interval of approximately 20 years and represent the development of
the international composition schools. The conclusions of the study
can define the image of the genre in its completeness and will
contribute to the enrichment of the Bulgarian scientific literature in the
given field. An essential aim of the dissertation is to demonstrate that
the complexity of the text can serve as an evidence of the equal
virtuosity of the instrument clarinet in the classical music.

The choice of the topic was determined by research and
performance interest related to concert performance and the problems
musicians encounter in preparing and performing works of a
particularly virtuosic nature. The work is of interest to both young and
established performers and provides information, in-depth analysis
and a range of practical advices. The aims of the work include the
opportunity to awaken interest in rarely performed works and to
encourage musicians to perform repertoire of particularly high
complexity. The foregoing defines the relevance and necessity of the
present study.



The composers’ interest in the instrument and the possibility
to create and perform virtuoso works are linked to the technical
improvement of the instrument itself. This led to the development of
the genre and the achievement of excellence in clarinet writing during
the 20" century. The works of Carl Nielsen (‘Concerto for Clarinet and
Orchestra’), Aaron Copland (‘Concerto for Clarinet, and String
Orchestra, with Harp and Piano'), Jean Francaix (‘Concerto for
Clarinet’) and Edison Denisov ('Concerto for Clarinet) are the subject
of the present study. The repertoire territory of the rapidly
developing 20" century clarinet works, which is also the most
extensive and complex, is less explored. The present study attempts to
create for the first time a generalized image of the genre during this
period in contrast to the foreign scholarly literature, in which studies
exist on each of the works separately. The rationale for choosing these
particular works as the object of study can be sought in several
directions:

1. Each of the concertos evokes an association for
clarinettists with its specifics and characteristic features;

2. The four works show the compositional styles of their
composers that a performer of 20" century repertoire would most
likely encounter: Modernism (Nielsen), American Neoromanticism
with jazz harmony (Copland), Neoclassicism with a melodic sound
(Frangaix), and Post Avant-garde (Denisov);

3. The selected concertos exemplify the worldwide
movement of compositional exploration and achievement of the time
period and represent various national (Danish, French, American and
Russian), as well as teacher-related, schools (Frangaix and Copland
were students of Nadia Boulanger).

The foregoing becomes the basis for examining the subject
of the research related to the topic of this doctoral thesis — means of
musical expression and interpretative approaches in the stages of



mastering the concertos’ text and its interpretation. The thesis presents
the performer's point of view.

The aim of the study is as follows:

e A comparison of four works of the “Clarinet Concerto” genre
composed in the 20™ century;

o Determining the specifics of the genre for the instrument;

¢ OQutlining the basic interpretive approaches — a starting point
for the performers and preparation for performing concert
material with high virtuosity.

The tasks of the research are:

1. To make an exhaustive bibliographical review of the
existing scientific literature related to the works under consideration,
their authors and the problems studied;

2. To create a thorough examination of the notated text of the
works under study — a prerequisite for a proper subsequent analysis
and deepening in the specifics of the authors’ language and ideas;

3. To build a complete and detailed comparative analysis of
the four concertos by profiling their individual characteristics and
style;

4. Toreach conclusions concerning performance practice and
to derive possible solutions for interpretive approaches in the
preparation and performance of the four works under consideration.

Research methods:

e Bibliographical analysis — through the study of literature
related to the subject and the objects of the dissertation
(including the examination of scientific literature and music
texts);

e Comparative analysis —a comparison of: the means of musical
expression used in the solo and orchestral parts of the
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concertos, the compositional structure of the works, the
compositional technique and stylistic features of their authors;
Empirical method or method of the included observation:
through observation of performance practice and through the
experience of personal accomplishment in performance
practice (the author of the research is also a performer of the
works).



I. Chapter One. The Clarinet Concerto in the
20" Century

I.1. The Clarinet Concerto — History, Development
and Presence of the Genre in the Music for the Instrument
in the 20t Century.

Definition and introduction to the historical development of
the clarinet concerto genre and the growing interest in the genre in the
20" century. In this period, over 100 important composers from all
over the world wrote concertos for clarinet, among them. M. Arnold,
E. Bozza, E. Denisov, E. Carter, J. Corigliano, C. Nielsen, L. Pipkov,
W. Piston, I. Stravinsky, A. Tomasi, J. Finzi, J. Francaix, K. A.
Hartmann, A. Hillborg, P. Hindemith (description in a tabular form).
Other important works in the genre of solo performance accompanied
by orchestra include: F. Busoni — ‘Concertino for Clarinet and
Chamber Orchestra’, L. Bernstein — ‘Prelude, Fugue and Riffs’, T.
Takemitsu — ‘Fantasma/Cantos’, O. Golijov — ‘The Dreams and
Prayers of Isaac the Blind’, M. Bruch — ‘Concerto for Clarinet, Viola
and Orchestra’, ‘Concerto for Solo Clarinet’ by V. Bucchi, K.
Penderecki — ‘Concerto Grosso No. 2’. In the 21% century, the interest
of the composers in the clarinet remains as intense and so, although
quite new, the works of K. Aho, L. Liebermann, M. Lindberg, E.
Rautavaara, K. Saariaho have already established themselves as
fundamental to the genre (again presented in a tabular form).

An overview of the Bulgarian works in the genre from the 20™
and 21% centuries is presented (the is data from the Union of Bulgarian
Composerst), Table 12 :

1 Website of the Union of Bulgarian Composers: https://ubc-bg.com/
2. Pipkov's concerto is not included in this table, as it has established itself as a work
in the world-wide repertoire and is mentioned above.
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Author Artwork Year_ of
creation
E. Avramov Clarinet Concerto 1963
A. Atanasov Concerto for Clarinet and Orchestra 2002
A. Vapirov Concerto for Clarinet and String Orchestra 1982
M. Valchanov Concerto for Clarinet and Orchestra 1992
W. Zhekov Concerto for Clarinet and Chamber Orchestra 1995
K. Ilievsky Concerto for Clarinet and String Orchestra Unknown
Hr. Yotsov Concerto for Clarinet and Orchestra 2002
M. Kolarov Concerto for Clarinet and Orchestra 1981
I'. Kostov Concerto for Clarinet and Orchestra 19583
I Concerto for Clarinet and
A Mikhailov Large Symphony Orchestra Unknown
D. Ninov Concerto for Clarinet and Orchestra Unknown
V. Panchev Concerto for Clarinet and Orchestra 1990
Concerto for Clarinet, Piano, Percussion and
1993
D. Sagaev Symphony Orchestra No. 1 1996
Concerto for Clarinet and String Orchestra No. 2
T. Stoykov Concerto for Clarinet and Orchestra 1967
Concerto for Clarinet and 1984
K. Taskov Chamber Orchestra No. 1 1986
Concerto for Clarinet and Orchestra No. 2* 2002

Table 1. Bulgarian works in the genre of the 20" and 21%

century.
By analysing the data from the tables, it can be argued that the

composers’ interest in the genre will continue and this will lead to the
creation of other valuable works for clarinet and orchestra.

I.2. The clarinet concertos of the 20" century.
Rationale for the selection of the four concertos — subject of

this study.
Valid reasons for considering the genre of the ‘Instrumental

Concerto’:

8 Back in 1959, his work was awarded a special prize.
* The work was awarded First Prize at the competition ‘Rhapsody in 7/8’, 2002.
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1. The instrumental concerto is equally indicative of the skill
of both the composer and the performers;

2. For instrumentalists, it is a matter of professional
recognition to be a soloist of an orchestra performing an instrumental
concerto. On the other hand, famous performers commission works by
established composers and vice versa — composers invite famous
soloists to perform their works. Both cases are indicators of mastery
and quality;

3. The instrumental concerto is a musical form that provides
an opportunity for an all-encompassing technical collaboration
between performer and composer;

4. The “competition™ on stage between soloist and orchestra
is unique and not so typical of other musical forms. It can be
considered an allegory of society and the individual's desire to resist
the multitude (crowd).

Rationale for the selection of the works:

1. The clarinet concertos of Carl Nielsen, Aaron Copland and
Jean Francaix have established themselves as landmarks of twentieth-
century repertoire;

2. Each of the four concertos has its own characteristic
appearance and is technically and interpretively developing the
possibilities of the instrument in a different direction, thus shaping
both the image of the genre and the musical expressive possibilities of
the clarinet;

3. The contribution to the development of the genre and
repertoire for the clarinet is equivalent between the works of the 18"
19" and the 20" centuries. Twentieth-century concertos, for which no
extensive literature exists, deserve reciprocal study;

4. The Clarinet Concerto by E. Denisov should be seen as a
comparative example to the Western musical culture — apart from

% From the origin of the word “concerto” — “a contest”.
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completing the course picture of the diverse 20" century, the Concerto
is distinctively avant-garde® (a defining feature of Denisov’s work);
5. The concertos vividly represent four compositional schools
and national traditions;
6. Due to the marked virtuosity of the concertos, they are
particularly suitable for comparison from a performer’s point of view.

1.3. Stylistic features in the work of the four authors.

1.3.1. Carl Nielsen. In Nielsen’s early works one can feel the
influence of J. Brahms, A. Dvotak and J. Svendsen’, but especially the
rhythmic movements and motivic economy of Beethoven’s ‘Fifth
Symphony’.2 His style, compared to Jean Sibelius, has “just as much
sweep, even more power, and a more universal message™® 1°. His later
symphonic works show a broadening of the philosophical horizons
and a deepening of stylistic and structural innovations — a distancing
of the composer from the fashionable themes: Romanticism vs
Modernity; subjectivity vs objectivity.

His mature style is characterized by a “powerful fusion of
chromatic and often dissonant harmony, solid contrapuntal structure,
concentrated motivic treatment, and bold extensions of tonality with
frequent polytonal passages.”'! Nielsen is an outspoken proponent of

® The Avant-garde music is a movement that relies on innovation and
experimentation, rejecting the status quo, criticizing popular taste and striving for originality,
sometimes deliberately provocative. It can be summarized that avant-garde music takes an
extreme position within tradition, in contrast to experimental music, which extends beyond this
framework.
https://www.allmusic.com/subgenre/avant-garde-music-ma0000004930;
The Cambridge History of American Music, ed. David Nicholls, Cambridge University Press,
1998, pp. 518.

7 Johan Svendsen (1840-1911) was a Norwegian composer who lived most of his life
in Denmark.

8 Fanning, David. Carl Nielsen. Grove Music Online. 2001. Oxford University

Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000019930

9 Schonberg, Harold C. The Lives of the Great Composers. London: Futura
Publications, 1997, pp. 94.

10 All translations of quotations are made by the author of the study.

1 Encyclopaedia Britannica, https://www.britannica.com/biography/Carl-Nielsen
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the “absolute music™2. In his view “music, more than any other art,
relentlessly reveals its origin — the composer.”*® All of this determines
the direction in which his work should be analysed — the conceptual
analysis should be viewed through the prism of the individual’s inner
struggles and the emotional expression of the music.

The Clarinet Concerto is among his most experimental works.
Stylistically it corresponds to the composer’s ‘Second Symphony’ in
its attempt to capture “the essence of human character-types™4 and the
opposition of monism (which Nielsen calls “vegetativity”) in
opposition to his primary interest, a peculiar dualism (movement and
development). This relationship is pointed by: the exploration of the
human character reflected in the thematic material of the Concerto; in
the opposition of particular—general or individual-multiplicity (where
the solo part is contrasted with the sonority of the whole orchestra) the
theme of the individual’s inner torment and survival in society is
traced; the opposition of monism and dualism can be traced in the
contrasting appearance throughout the work of slow and lyrical
episodes with virtuosic, bravura passages.

1.3.2. Aaron Copland has achieved the greatest popularity of
the four authors examined for his Concerto. “By incorporating popular
forms of American music such as jazz and folk into his
compositions™®, he created his own distinctive style that made his
work a symbol of the modern American classical music. His work was
influenced by Igor Stravinsky®, he was not a fan of R. Wagner (like

12 Monroe, Douglas. Conflict and Meaning in Carl Nielsen's Concerto for Clarinet
and Orchestra, op. 57 (1928). The Ohio State University, 2008, pp. 1.

13 Nielsen, Carl. Living Music. Copenhagen: Hansen, 1968, pp. 31.

4 Fanning, David. Carl Nielsen. Grove Music Online. 2001. Oxford University
Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000019930

15 American Masters: Aaron Copland Biography.
http://www.pbs.org/wnet/americanmasters/aaron-copland-about-the-composer/475/

16 pollack, Howard. The life and work of an uncommon man. University of Illinois
Press, 2000, pp. 65.
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Nielsen), and the Romantics with their “emotional excesses™*’. He
appreciated the chamber sound in Mahler and used the cantabile
possibilities in the strings — such use can be traced in the first
movement of the Clarinet Concerto. He believed that music should be
based on emotion®® and that some modern composers place an
inordinate importance on the intellectual side of the music. There are
4 creative periods in his work: an early jazz period, an abstract period,
a populist/‘American’ period, and a 12-tone period.*°

He works in smaller forms, but has also written vocal, stage
and symphonic music, several collections of lectures and
autobiographical books.

The distinctive melodic line and clean bright sonority in his
works contain leaps, unisons and double-stops that are also seen
throughout the first movement of the Clarinet Concerto. The rhythmic
lines are distinct, with accents and clear articulation, and have
attracted the interest of choreographers — the Clarinet Concerto was
choreographed for the ballet “The Pied Piper’ in 1951, because of the
rhythmic structure of the second movement. The concerto was written
for the legendary American jazz clarinettist Benny Goodman. The
work is heavily influenced by the jazz, yet remains neoclassical in its
sound. Copland became the first American composition student to
enrol to study with the famous French teacher Nadia Boulanger,
whose student was also Jean Frangaix. Boulanger insisted on purity of
expression, balance, and long lines of musical phrase?® and these
specifics in the way of composing can be found in the concertos of
both Copland and Frangaix.

7 Lerner, Neil. Aaron Copland. Grove Music Online. 2018. Oxford University
Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-3000000119

18 Pollack, Howard. The life and work of an uncommon man... pp. 9.

19 Lerner, Neil. Aaron Copland...

2 Yeo, Lisa Lorraine Gartrell. Copland's Clarinet Concerto: A Performance
Perspective. University of British Columbia, 1996, pp. 1. PhD Thesis.
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1.3.3. Jean Francaix. The French pianist and neo-classical*
composer Jean Frangaix has long been one of the most famous??
composers of his homeland. He produced more than 200 works, about
Ya of which are devoted to the wind instruments. His style has a
recognizably French melodic sound, and his creative work includes
music from most of the genres and 17 instrumental concertos. The
clarinet as an instrument occupies a place of honour in the composer’s
oeuvre. Of the four composers, Frangaix gives the clarinet the most
attention, as a consequence of the French tradition regarding the
special use of wind instruments.

Francaix has a definite tonal style, yet he expresses his
harmonic language very freely.?® The thematic material is melodic or
constructed from simple motifs and uses the principles of repetition
and variation to full effect. The typical characteristics of Frangaix’s
style can be traced in the Clarinet Concerto in the frequent tonal
modulations, the thematic material built from short motifs, and the
elegant “French” melodicism with stressed accents. N. Boulanger
encouraged freedom in the creative choices of her pupils and so
Francaix became associated with neoclassicism, defining atonality as
an “impasse”?*. Frangaix’s music is melodic and therefore accessible
(with Copland this trait led to the accusation of stylistic popularity),
performed more often abroad as trends in his homeland were more
progressive. P. Boulez (director of I.R.C.A.M.%) single-handedly
managed the selection of repertoire by contemporary composers

21 Neoclassicism/neoclassic — a movement in the arts and music in which modern
ideas are executed according to the aesthetic example of the Baroque and Classical periods.
Neoclassicism opposes excessive emotionality and stylistic informality and argues against
programmaticism with the idea of the “absolute music”.

22 Karp, J. Music in France and Jean Francaix, New York Times, June 21 1981,
Section 2, Page 19.

2 Bellier, Muriel. Jean Francaix. Grove Music Online. 2001. Oxford University
Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000010083

2 Bellier, Muriel. Jean Frangaix...

% The Institute for Research and Coordination in Music.
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which was performed by orchestras on state subsidy. Works that are
not experimental in some way (including those by Frangaix) were not
in his sight at all and were not performed by state ensembles in France.
At the same time Boulez supported E. Denisov (a markedly avant-
garde composer). Frangaix and Denisov were not well received in their
homelands because of the direction of their work (for different
reasons), but it found appearance on stage outside it. This is a parallel
between the two composers.

1.3.4. Edison Denisov. One of the most influential names of
progressive Soviet music, often called the “Mozart of the 20"
century”. His oeuvre includes works of diverse genres and more than
10 instrumental concertos. Most notable remain the opera ‘The Foam
of Days’? , the cantata ‘The Sun of the Incas’, the oratorio ‘The Story
of the Life and Death of our Lord Jesus Christ’ and his ‘Requiem’. In
addition to music, Denisov also wrote numerous scholarly articles on
issues regarding composition and contemporary music.

Denisov participated in several folklore expeditions. The
relationship of folklore and avant-garde music can be traced in certain
techniques (the inclusion of noises and microchromatism?’) that avant-
garde composers used in the idea of merging the boundaries between
the “high” and “low” art and renewing it through “lower sound
practices?. Therefore, the basis of avant-garde techniques is in fact
not opposition to the old and a form of protest through negation, but
conversely a new voice and reading of the basic categories and even
of the primordial.

V. Shebalin influenced Denisov’s early work regarding the
purity of the thought and the sense of traditional form and structure.
He also learned from the compositional example of P. Hindemith, B.

2 Based on the novel by Boris Vian and on libretto by E. Denisov.

21 Zaitseva, Marina Leonidovna. Ultrachromatism as Sound Contemplation. In:
International Electronic Scientific Journal, 2016, No. 8 (13).

2 Dudakov-Kashuro et al. A Concise Textbook of the Russian Avant-Garde. Material
from Arzamas Academy, 11.06.2015. https://arzamas.academy/materials/638.
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Bartok (both banned at the time in the USSR), and from the New
Viennese School, forming his vision of the art over the European
models of the time. Denisov introduced young Soviet composers to
the work of the Western composers and — vice versa. His style
reconciled the traditions of the Russian culture with the discoveries of
post-war Europe. His mathematically precise thought and method are
hallmarks of his manner and work.

Denisov’s late work after the 1960s is characterised by the
tightly chromatic heterophony (associated with G. Ligeti), the static
harmony (associated with P. Boulez and O. Messiaen) and the
expressive melodic forms and archetypes (associated with the Russian
music and the songs of M. Glinka — whom Denisov always cites as his
favourite composer along with Mozart).?® The series of instrumental
concertos is significant for Denisov’s later work. The Clarinet
Concerto closes his group of concertos from the 1980s and
“concentrates in itself the features of the composer’s mature concert
style”®, Here the traits of a psychological exploration of the inner
world of the man can be traced, to which Denisov’s own description
of the concerto leads (in the manner of writing and the mood) as a
“monologue concerto™, in which the lyrical and quiet state
predominates. Parallels can be found between the psychological
architectonics of the work and the reciprocal features of the Nielsen’s
Concerto.

2 Norsworthy, Michael; McBurney, Gerard. Edison Denisov. Grove Music Online.
2001. Oxford University Press.
https://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001
/omo-9781561592630-e-0000053202

% Barash, Elena Vladimirovna. The Concerti of Edison Denisov. Problems of the
genre and the orchestral style. Moscow State Conservatory on the name of Tchaikovsky, 2000,
p. 65. Doctoral dissertation.

81 Shulgin, D. . The confession of Edison Denisov. Moscow: Composer, 1998, p.
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1.4. Reference to the professional literature about the
four concertos (and their authors) available.

e Nielsen: article ‘Analytical and Aesthetic Issues in Carl
Nielsen's Concerto for Clarinet and Orchestra’® | part of
‘Nielsen, Nationalism and Danish Musical Style’® and
Douglas Monroe’s dissertation ‘Conflict and Meaning in Carl
Nielsen's Concerto for Clarinet and Orchestra, op. 57
(1928)3. Supplementary edition to the Concerto score, part
of ‘The Carl Nielsen Edition’, Series Il, vol. 9%, ed. E. B.
Petersen.

e Copland: dissertation of L. L. Gartrell Yeo ‘Copland's
Clarinet Concerto: A Performance Perspective™*® .

e Francaix: master thesis of J.-Ch. Chen °‘An Analytic
Interpretation of the Clarinet Concerto By Jean Frangaix’®’ .

¢ Denisov — doctoral dissertation of E. Barash ‘The Concerti of
Edison Denisov. Problems of the genre and the orchestral
style’38,

I.5. Is it possible to compare the four concertos and

the concept of their authors?
The answer to this question is defined in the following points:

32 Grimley, D. Analytic and Aesthetic Issues in Carl Nielsen's Concerto for Clarinet
and Orchestra. In: Carl Nielsen Studies. Vol. 1, Apr. 2003.
(https://doi.org/10.7146/cns.v1i0.27721)

% Grlimley, D. Nielsen, Nationalism and Danish Musical Style. University of
Cambridge, 1998. PhD Thesis.

34 Monroe, Douglas. Conflict and Meaning in Carl Nielsen's Concerto for Clarinet
and Orchestra, op. 57 (1928). The Ohio State University, 2008. PhD Thesis.

% petersen, Elly Bruunshuus. Carl Nielsen. Concerto opus 59 for Clarinet and
Orchestra. Copenhagen: Edition Wilhelm Hansen. Part of The Carl Nielsen Edition, Series II,
Volume 9, 2002.

% Yeo, Lisa Lorraine Gartrell. Copland's Clarinet Concerto: A Performance
Perspective. University of British Columbia, 1996. PhD Thesis.

87 Chen, Yu-Chien. An Analytic Interpretation of the Clarinet Concerto By Jean
Frangaix. California State University, Northridge, 2013. Master Thesis.

3% Barash, Elena Vladimirovna. The Concerti of Edison Denisov. Problems of the
genre and the orchestral style. Moscow State Conservatory on the name of Tchaikovsky, 2000.
Dissertation for the scientific degree Candidate of science of arts.
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1. The necessity of studying only 4 of the clarinet concertos
composed in the 20" century is determined by the impossibility to
examine them all in order to define the image of the genre.

2. The comparative analysis is a necessary tool for
juxtaposition of the characteristic features of the authors’ work and
their stylistically different works.

3. The aim of this comparative analysis is to delineate and
characterize the image of the clarinet concerto genre in the complex
and creatively rich 20" century.

4. The chosen works are a selection of virtuoso concertos that
professional clarinettists would encounter in their performing career.

Il. Chapter Two. Analysis of the Concertos
under Consideration

I1.1. Comparative analysis of the concertos — an
overview

Comparative classifications are presented in tabular form:
number of movements; cadenza/cadenzas; orchestration; role of the
orchestra; compositional technique, stylistic features; notation; pitch
of the solo clarinet; solo melodic line/part; virtuoso passages. The
definitions of oppositional and inclusive function of the
accompaniment apparatus are introduced, as well as a leaping, flowing
and hybrid melodic line of the solo part.

11.2. Detailed analysis of the concerts

In relation to the categories already listed in the table in Part
1.1, a detailed comparative analysis of the four works is made.

11.2.1. Number of movements. The number of movements
and the type of connection between them (with or without attacca) are
considered in a comparison. Nielsen’s and Frangaix’s concertos have
4 movements each, while those of Copland and Denisov both have 2
movements. Nielsen and Copland have marked a performance with
attacca, while Frangaix and Denisov have not marked such. Hence
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that in various parameters the concertos are compositionally similar
but in their entirety, each has its own structure.

11.2.2. Cadenzas. The place of the cadenza chosen by the four
authors in the composition is different, but for each of them (in a
different way) it appears as an element of central importance. A
schematic graphic arrangement of the place of the cadenzas in the
concertos is presented.

Nielsen, Copland and Francaix use extensive and
concentrated at certain points in the composition cadenzas, which
must push the soloist to the limit of his/her technical and musical
abilities, despite the presence of sufficiently virtuosic passages in the
rest of the work. In contrast, Denisov includes as many as five
cadenzas within the first movement of his Concerto. The alternation
of cadenzas and basic material can be compared to a kind of rondo
form. Denisov’s original monogram with its variations (EDEs and
EsDE in its mirror form) can be found in each of the cadenzas. The
repeated signature melodicism of the author's monogram and the
cyclically appearing cadenzas lead to the discovery of a philosophical
significance in the handling of the thematic material — a parallel with
Nielsen’s Concerto. An identical soloist—orchestra opposition is also
discovered — a metaphor of the opposition individual-society.

11.2.3. Orchestration. The choice of the orchestra’s
instrumentation has a textural (timbral) significance and a wider
function — being the main bearer of the musical and symbolic impact
of the work. In Nielsen and Copland, there is a search for scale through
compact orchestral instrumentation, whereas Frangaix and Denisov,
using a large accompaniment ensemble, naturally achieve a sense of a
large scale (dimension) and weave the timbre of the solo instrument
into the overall texture through the addition of duets with the parts of
the orchestral clarinets.

Nielsen’s orchestration for a standard small orchestra
ensemble includes the unusual addition of a snare drum, often used as
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an orchestral soloist, bears a chamber musicianship marks, and
through the masterful construction of the orchestration creates the
illusion of a massive orchestra sound.

Copland’s orchestration also includes unusual instruments —
harp (to complement the timbre coloration of the strings) and piano
(with a percussive function and a jazz-sound bearer). Between Nielsen
and Copland, there is a parallel in the equally adept use of the
percussive potential of the orchestra to replace real percussion
instruments (omitting the solo snare drum).

The orchestration in Frangaix is classical and typical of the
contemporary French school at the time — clean lines and a distinctive
role for all the winds in the ensemble — as additional soloist-partners
to the solo instrument. The parts of the winds are often competitively
virtuosic with the solo part.

Denisov uses the most extensive orchestration — a huge
amount of woodwinds — 4 of the woodwinds and 6 of the French horns,
includes many percussion instruments and even a celesta. He himself
defines the clustering of several identical instruments specific to his
orchestration as sound coloration, timbral tint®®. The orchestra’s vast
sound mass reinforces the symbolic sense of the individual versus the
whole. The mastery of the orchestration is felt in the ability of the solo
instrument to separate itself in the total sound and at the same time be
in opposition to the whole orchestra. The orchestra parts are a
technical challenge for the orchestra performers.

11.2.4. Role of the orchestra. It is equally fundamental in the
four concertos: in the classical period the orchestra has a mainly
accompanimental function, while in the studied works it has an equal
one. Opposition (counterpoint to the soloist) and inclusion (supporting
the soloist) are the two possible roles of the orchestra. In the
opposition, the soloist asserts himself by acoustically overpowering

% Denisov, E.; Armengaud J.-P. Entretien avec Denisov. Un compositeur sous le
régime soviétique. Paris: Editions Plume, 1993, p. 138.
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the orchestra. In the inclusive role, the soloist stands out, being
naturally supported by the orchestra. The orchestra is used in both
opposition and inclusion in Nielsen and Denisov, whereas in Copland
and Frangaix the orchestration is inclusive only.

11.2.5 Compositional technique, stylistic characteristics.
Frangaix and Copland (both students of N. Boulanger) have a similar
type of sensibility and create contemporary works based on the
classical approach and with traditional visions. It could be said that
they both are conservative innovators. Nielsen and Denisov share the
opposite position — progressive innovators, individualists, going
beyond the conventional, looking for a way to undiscovered new
forms and means. There are no hidden messages in their music, and it
is easy to find philosophical meaning and symbolism in their work.
Francaix and Denisov share a common classical purity of the
expression — clearly traceable melodic lines and spare means of
expression.

Nielsen believes in the revival of contemporary music. For
him, the path to innovation inevitably passes through the primordial,
and his cult of the interval*® can be found in the very first notes of the
theme of the Clarinet Concerto. Although his music naturally follows
the path of modernism, Nielsen never abandoned the tonal core in his
works. The concerto is also infused with Nielsen’s characteristic
counterpoints, which correspond to similar polyphonic techniques in
Denisov’s concerto — there, entire structural groups move
contrapuntally to the solo clarinet or orchestral parts.

Copland himself defines his composing technique as
collage.** Movements | and Il of the Concerto represent this skilful
arrangement/assembly of thematic material. In the cadenza, the logical
collage sequence of the composer’s whims resembles free jazz

40 According to him, intervals carry their own message and symbolism.
4 pollack, Howard. The life and work of an uncommon man... pp. 11.
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improvisation®2, Copland does not abandon the stability of the tonal
core, he uses a “growing technique™* — a smooth expansion of a theme
from a simple motif to a complex long line (typical of the school of N.
Boulanger). The use of classical forms, structures and genres
stylistically unites Francaix and Copland as neo-classical composers,
although neo-romanticism, impressionism and even the use of
melodies from jazz standards can be found in Copland’s work.
Francaix is not a fan of contemporary avant-garde musical
forms. In his Concerto for Clarinet, his use of classical forms for the
movements of the concerto points towards the neoclassicism. His
transparent writing style with clear lines and rational compositional
solutions corresponds to that of Denisov, who, although in a different
stylistic direction, has been called the “Mozart of the 20" century”.
Denisov’s Concerto, which bears entirely avant-garde
features, is composed according to rules completely different from
those of the other composers under consideration. In its case, the
concerto form is inseparable from the symphonic form, which brings
his concertos of the 1980s closer to the traditions of the great Romantic
symphonic concerto and to the symphonic genre.** According to E.
Barash, a fundamental technique in the construction of the Concerto
is the counterpoint — not only between soloist and orchestra, but also
within the orchestral texture itself. Denisov’s striving for
multilayeredness — through equality and intersection of the thematic
layers, can be called a new polyphony — timbral (expanding the
textural sound) and spatial (in the voicing). Denisov treats the cluster
use of instruments in the score as “colours”. The expansion of the
musical space and internal volume of the work is fundamental for him.
Thus a parallel with the work of V. Kandinsky's “Point and Line to

42 Jennings, Vance Shelby. Selected Twentieth-Century Clarinet Solo Literature: A
Study in Interpretation and Performance. University of Oklahoma, 1972, pp. 44. PhD Thesis.
3 Fleisher, Gerald. Concerto for Clarinet and String Orchestra by Aaron Copland: a
Stylistic Analysis. University of Rochester, 1961, pp. 17. Master Thesis.
“ Barash, Elena Vladimirovna. The Concerti of Edison Denisov. Problems of the
genre... pp. 74.
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Plane™ and the spiritual idea in “Concerning the Spiritual in Art”%
can be found. Denisov believed that the work should remain partially
unknowable to the researcher and listener.

The conclusion is made that in terms of compositional
technique Nielsen and Denisov are progressive, while Copland and
Frangaix are conservative composers. Nielsen, Frangaix and Denisov
are individualistic in their approach, while Copland weaves the trends
of the time period into his works.

11.2.6. Notation. The choice of notation determines the type
of expressiveness intended by the author in the work. Nielsen and
Frangaix have chosen standard notation, while Copland and Denisov
have extended it to a small degree. Due to the skilful handling of
classical devices, harmony and counterpoint, the sound of Nielsen’s
Concerto is dissonant and highly expressive. The sonority in Frangaix
leaves the listener with the impression of a wide-ranging timbre and
skilfully crafted orchestration. The standard notation in Copland is
complemented and “coloured” by several glissandi, alluding to the
Concerto’s jazz sound. At B. Goodman’s will, some passages have
been reworked to allow for an alternative performance of the high
notes. Denisov employs quartertone intonations, frullato and
glissando. However, the Concerto’s avant-garde sound is largely due
to its complex rhythmic and serial compositional technique, which
maintains tonal instability.

Il. 2.7. Pitch of the solo instrument. Only Nielsen’s
Concerto is written for clarinet in A. The soloist has to take into
account the specificities of the instrument in order to overcome the
problems arising from its pitch — the performance of fast and virtuosic
passages due to the longer body of the A clarinet is more difficult, its
sound is less pronounced and more velvety, it has characteristic
timbral and intonational problems. Although it adds difficulty to the

4 Kandinsky, V. Point and Line on the Plane. St. Petersburg: Azbuka-Klassika, 2004.
46 Kandinsky, V. On the Spiritual in Art. Sofia.
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performance, the choice of A clarinet for the solo instrument adds
distinctiveness to the sound of the Concerto. The Bb clarinet was
chosen for Copland’s Concerto as a natural extension of the traditional
use of the Bb clarinet in jazz. There have been suggestions that
Frangaix’s Concerto should be performed on the A clarinet for
technical ease in dealing with poly-key-signature tonalities, but these
are unfounded.

I1. 2.8. Solo melodic line/part. Considering the movement of
the solo melodic line from a graphic point of view, a conclusion can
be made that it is divided into three types: leaping, flowing and hybrid
(discussed in the illustrations of Figs. 16, 17, 18 and 19). In Nielsen’s
case, even if at certain points the line moves in one direction, it is
mostly based on jumps, making it leaping. Despite the presence of
leaps, the intervals in Copland are kept small or represent a change of
register, and the individual motifs move in one direction, making the
melodic line flowing. In Frangaix the melodic line is flowing — the
sequences of leaps are unidirectional and are followed by rushing
scale-like or arpeggiated passages entirely in one direction. The solo
line in Denisov’s Concerto is typical of his style and could be called
hybrid — through narrow intervals and longer straight movements in
one direction large amplitudes are formed throughout the line. The
content of the solo parts in Nielsen, Copland and Francaix is similar:
passages — fast virtuosic and fast in staccato/portato; slow themes with
difficult aerial sustains; big leaps. In the Concerto of Denisov there are
no passages in staccato, but it includes quarter tones and is generally
written in a more contemporary musical language.

I1. 2.9. Virtuoso Passages. They span the whole Concerto of
Nielsen — their constant presence in the solo part is one of the main
reasons why the work is so difficult to perform. The dissertation points
to four virtuoso passages that represent an extreme technical challenge
and are indicative of the composer’s style: exceptional speed at the
threshold of the realizable; interval progression moves not typical for

25



the instrument and extremely fast leaps; fine and cramped articulation.
In the complex flow of the melodic line with rapid leaps, the main
difficulty for the performer is the maintaining of a clear metre during
the passages. In Copland’s Concerto, the main difficulty to overcome
remains the mastering of the fragmented second movement because
of: the constantly changing tempo and metre, the complex syncopated
rhythm, and the steady air needed for the phrases in the high register.
The entire cadenza is filled with virtuosic passages (an example of the
part under consideration is shown). Typical of the most passages in
the cadenza remains the use of portato (tenuto). This is also the most
difficult part to play in terms of virtuosity — it requires steady air
sustained in all the registers and is tiring for the clarinettist. The final
passage of the Concerto is shown and discussed — the high notes and
the glissando (referring to jazz practices) are a challenge for the
performer. Francaix’s Concerto consists mainly of passages, but they
are not an end in themselves, but part of the composer’s language and
his original style. Four passages are shown, with performance
difficulties: constant alternation between chromatism, sequencing
progressions and classic arpeggios and scale passages; the need for
fine finger technique and a steady airflow; constantly following trills
and double grace notes (vorschlags), combined with contrasting
rhythmic groups in staccato; rapid changes of passages, tonalities,
leaps, different types of articulations and quick embellishments.
Denisov’s concerto is full of virtuosic passages — in the first movement
they it is hard to separate them from the overall texture. Two examples
(typical of the Concerto and the composer’s work) are shown in which
the challenge for the performer is a combination of a technical
difficulty in the rapid passages complicated by alliterations (often with
complex fingerings in the high register) and the long for air support
melodic line.
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11.3. Conclusions

On the basis of the foregoing, conclusions are drawn, the most

important of which are:

e The common characteristics and differences of the four
works can be analysed, defined, classified and systematized:;

e Avant-garde techniques often turn to the traditions and are
a way of seeking new readings of established classical forms;

e The introduced categories of the orchestra’s role in
opposition and in inclusion define the character of the
accompaniment;

e When considering the solo part in the works, the
introduction of the terms leaping, flowing and hybrid melodic line
is necessary.

I11. Chapter Three. Analysis and Comparison
of the Concertos from the Performer’s Point of
View

I11.1. Existing recordings. Performers’ role in the
creation*” and distribution of instrumental works

I11.1.1. Review of the recordings. The recordings are a
valuable document that, in addition to the artists’ interpretation, also
captures the spirit of the times. In the absence of a single classical
music register containing information about all recordings ever made,

the aim of this study is to make a representative sample of those
available, thus drawing to conclusions. A check up in the websites

47 This refers to the role of performers as inspirers of the composers, or the
acquaintance and collaboration of performers and composers that results in the creation of works
for particular instruments or ensembles.
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AllMusic*®, Discogs*, Prestomusic®, Wikipedia® and the Spotify
platform shows that can be found totally®:

o 38 recordings of the Concerto of C. Nielsen;

o 45 recordings of the Concerto of A. Copland;

e 13 recordings of the Concerto of J. Frangaix;

e 1 recording of the Concerto of E. Denisov.

Clarinettists who have made more than one recording of the
concertos are presented in tabular form (divided by artist; nationality;
recorded concertos; clarinet system; recording type; year of
publication). The data summarized in the table show that the
recordings belong to clarinettists of many nationalities and that they
are predominantly male (14 of 16 performers), with the majority
playing instruments with the French system (13 of 16 performers).
Comments have been added to some of the recording in the table.
Recordings that did not find place in the table but are significant and
important from a historical perspective are noted down, as well as
circumstances surrounding the creation of the recording of E. Brunner.

111.1.1. Review of the recordings considering the male to
female performers ratio. The music profession clarinettist remains a
predominantly male profession to this day, and this explains the
greater proportion of recordings by male clarinettists. However, two
of the most popular artists who have close numbers of listeners on the
Spotify platform are a man and a woman — Martin Frost and Sabine
Meyer. A graph quantifying the ratio of female to male performers in
the recordings is presented.

48 https://www.allmusic.com

4 https://www. discogs.com

50 https://www.prestomusic.com

5 https://wikipedia.com

52 https://www.spotify.com/

%3 In the process of searching for existing official recordings (i.e., those released by a
record company and distributor) in order to find recordings specifically of the Denisov’s
Concerto, a search of Russian databases was also conducted (e.g., https://classic-online.ru;
https://yandex.ru), but no information about other recordings of the Concerto was found.
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111.1.2. Results of the recordings’ research. The benefits of
comparing recordings with examples from world masters can be:

o discoveries for the performer-listener in sound and text
relation;

o findings of technical and interpretive omissions in the
text;

o enriching the notion of the interpretative concept of the
work (but in the presence of own interpretative concept);

o building of an aesthetic ideal.

The professional performer must remain open and flexible to
their own and others’ interpretations.

No recording is completely authentic to the live sound of the
respective performer (because of the possibility of repeating takes and
the sound engineer’s work), but it is the only valuable document that
can remain after the performance and can be analysed.

II1.1.3. Artists’ interest in the works and their role in the
creation of the artworks. The frequency of performance of the four
concertos can serve as an indicator of the performers’ interest in the
works. In relation to it and the musicians’ choice of works for
recordings, it was concluded that the concertos under consideration
can be arranged in order of popularity from most popular to less
popular as follows: Copland, Nielsen/Frangaix, Denisov (the influence
of the Carl Nielsen Competition in Odense is marked as well the many
past performances of Denisov’s Concerto in the West).

The contribution of the musicians who have inspired
composers through their performances to create new instrumental
works (such as the Nielsen’s Concerto), or commissioning them
themselves (e.g. the Copland’s Concerto), is pointed out, thus: the
repertoire for the instrument is expanded; new standards of mastery
are formed; new virtuosic works in the repertoire are established.
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111.2. Problems and challenges for the performer

The comparative analysis, reduced to key points due to the
large volume of the texts of the works studied, gives a sufficiently
clear picture of the image of the genre and is the basis for finding
parallels between the four works.

I11.2.1. Reading of the text. Several types of performer’s
reading of the text are identified:

e initial reading — the performer may encounter the
following problems: text that is incomprehensible and difficult to read;
text that seems impossible to perform; text that is full of unfamiliar
notations;

e thorough reading — developed in a methodical sequence,
the problems described above can be overcome in a relatively short
time by finding an easy and natural way to perform the complex texts;

e perceiving the text and rationalizing it as a logical
sequence and reflection of the author’s thought. In a reading without
comprehension in depth, the two concepts of reading and
comprehension do not cross each other;

o professional reading —a process in which the author’s idea
and the performer’s interpretation meet. It is a catalyst and source of
creativity in the performance. An example is used from Ivry Gitlis’
book ‘The Soul and the String>* on the performer’s role in the reading
of the text;

e acorrect reading of a work (equally faithful to the author
of the work, the era and style, the basic aesthetic rules and norms of
music-making, as well as to the spirit of the work) — there can be only
one such correct reading, and many interpretations. The correct
interpretation refers to the reconstruction of the author’s idea the
performer has to “deliver” to the listener. This reaching to the listener
can be called “reconstruction”, and it should be considered that there

5 Gitlis, Ivry. L'dme et la corde. Paris: Buchet/Chastel, 2013, pp. 289-290.
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is only one such form, which we call here the “correct reading” of the
work. Within this reading, the possibilities for an infinite number of
interpretations can exist simultaneously, bearing the identity of each
musician and his or her “solutions” to the author’s text (a kind of
mathematical problem for each performer). The presented above
corresponds to the ideas of Benedetto Croce described in his
‘Aesthetics™® .

The deep reading with understanding of the text can be
achieved by following a few conditions:

1. Thorough knowledge of the style and work of the author
performed;

2. Tracing of the phrases and identifying their logical anchor
points. An example is given with a graphic diagram of a logical and
illogical interpretation of the first theme in Frangaix following the
author’s thought;

3. Once the text has been read, repeating it unnecessarily many
times can lead to “mechanization” in performance, and hence to a loss
of connection with its meaning.

111.2.1.1. Approach and particularities in working with the
texts of the four concertos: Nielsen — a complex text, with a
compound composition, many alterations, requires organized and
methodical work in the direction detail-whole. Francaix — the text is
complex but with an orderly, rational composition and logically
traceable passages. It also requires structured and methodical work
from the particular to the general, without skipping stages in the
process of learning it. Copland — the simplest compositionally, with
complex rhythms but an easy to read text. Denisov — difficult text, but
one gets used to its writing. The composition is of medium
complexity, but attention should be paid to the obscure “floating
rhythms” and the many alterations.

%5 Croce, Benedetto. Aesthetics. Sofia: Science and Art, 1996.
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Knowledge of the score and the parts of the orchestral
instruments with their cues is of great importance for the realization
of the performance of all four concertos. The ability to analyse and
study works by their scores alone without playing them is also an asset
in working with a musical text. The reading of the text of the concertos
should proceed in two directions — with consideration of the
conformation/ensemble playing and with an idea of the possibilities of
the liberty/solo playing.

111.2.2. Mastery and preparation of the virtuoso passages
aiming their best performance in front of an audience. The correct
approach to complex passages is equally important for their
technically excellent performance and for ensuring the long-term
physical stability of the musician himself/herself. A rational method
of working with passages of high complexity is vital for their rapid
and lasting mastery. “Rational” marks a method that is as effective as
possible in a minimum time and effort — it should be individual to each
performer and, if possible, created by the performer himself/herself.
An example of a rational and efficient method of working is given,
described by D. Pino®. Guidelines for working with a text of high
complexity are listed: graded work, working with attention to physical
comfort and discomfort, accompaniment exercises for the details of
the passage, self-control of intonation, checks for omissions in the
text.

I11.2.2.1. Specific approach to the passages in the
performance of the four concertos:

Nielsen — requires a specific technical approach to the
passages in relation to the structure of the instrument (in A), a
peculiarity in their performance is the long constructions in which the
metre is not emphasized. Examples are shown for the addition of
different types of functional accents in these passages in order to

% Pino, David. The Clarinet and Clarinet Playing. New York: Dover Publications,
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organize the sound movement (Figs. 35-38). These have a sound and
metrical organizational function, enabling the performer to bring out
hidden ideas (implied by the author) into the texture of the passages.
As aresult, creativity is developed and true performance interpretation
is built.

Copland — a major difficulty is the performance of the cadenza
in the Concerto — the long series of arpeggiated motifs combined with
the tongue-straining tenuto throughout that section tests the
performer’s stamina. To overcome these difficulties, the addition of
functional pauses has been suggested (Fig. 39) — they have a
physiological auxiliary purpose but also have a positive effect on the
interpretation. In fact, the cadenza offers relatively great freedom to
the clarinettist in his choice of how to “solve” its performance. The
collage of the themes in the cadenza’s exposition determines the need
that the performer unifies the material conceptually and musically in
order to sound complete and clear to the listener. Seeking unexpected,
improvised solutions that reflect the moment while playing the
cadenza, will lead the clarinettist to a full and inspired professional
performance. In the final glissando of the Concerto, working
techniques can be applied similarly to those used in the cadenza.

Francaix — an approach similar to that used in Nielsen can be
used here — addition of functional accents (Fig. 40). These have the
effect of an impulse by which the movement is started and then
naturally continued — a kind of perpetuum mobile. An example of a
similar technique described by I. Gitlis® is given. The recommended
approach to working with the concerto text could be: automating the
passages; seeing the passages as a whole musical line rather than a
cluster of material; using kinetic energy in the motor functioning. In
the quiet and slow passages, the technique is contrast to that used in
the fast ones and the use of functional accents is not recommended.
Passages containing metre changes should be practiced using a

5 Gitlis, Ivry. L'dme et la corde..., pp. 147.
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metronome tuned to small rhythmic values in order to build the
performer’s internal pulsation.

Denisov — the difficulties for the performer can be divided
into: technical and rhythmic. It is noted — the author’s writing in
rhythmic terms points to freedom in performance and not much of
strictness. It is proved — sequences of 7, 9 and so on tones for one beat
should be perceived as rhythmic and musical integrity, and division
into their constituent parts would be a disturbance of the author’s
rhythmic series. A parallel is found between Denisov’s and Copland’s
concertos in the sense of freedom coming from the jazz music. The
work on the performance of the Concerto should be developed into
two directions: technical securing of all difficult places and following
of the conductor’s gesture in presenting the work with orchestra.

In conclusion it is mentioned: the commonalities in the
working approach to Nielsen and Francaix, the psychological
approach to Copland, and the complex approach to Denisov.
Psychology plays a role in the preparation of each of the works.

111.2.3. Fingering technique. The rationale of the author of
the study for not considering the possible fingering difficulties in the
four works is noted, and references of guides on the subject by T.
Ridenour®® and K. Opperman®® are proposed.

111.2.4. Key points in the choice of reeds and instrument in
performance of the four concertos. The “right” reed does not belong
to a particular company or craftsman, but is the appropriate reed for a
given situation, chosen according to: the physical characteristics of the
performer; the way the performer feels at that moment; the specifics
of the work to be performed; the acoustics of the hall and the
composition of the ensemble of musicians; the pitch of the instrument.
Advices on the choice of a reed: Nielsen — a reed with great timbral

%8 Ridenour, Thomas. Clarinet Fingerings: A Guide for the Performer and Educator.
Ridenour Clarinet Products, 2002.

% Opperman, Kalmen. The New Extended Working Range for Clarinet — A
Comprehensive Fingering Guide. New York: Carl Fischer, 2004.
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volume, durability and moderate strength is needed; Copland — a reed
with overtones and stability; Francaix — moderately heavy in strength,
flexible and stable, with a rich timbre; Denisov — a reed with a
powerful sound and colourful timbre, with moderate strength. Having
a professional instrument is an undeniable advantage, but in certain
conditions and situations, performing on a non-high quality instrument
is the only option for some musicians, and it is better to have a
compromise concert or performance than to have none at all. It would
be beneficial if the concertos of Nielsen, Francaix and Denisov could
be more frequently included in the repertoire of the young clarinettists
and thus the musical scene in Bulgaria becomes enriched.

I11.2.5. Choice of tempo in performance. Following the
composer’s tempo indication in Frangaix’s Concerto is almost
impossible. An explanation is given according to Ph. Cuper’s article®
about the author’s tempo written in the text of the work with a
suggestion for its realistic references. The soloist’s dependence on
conductor and orchestra in concert performance for tempo choice is
noted.

111.2.6. Working with a conductor in rehearsal and during
a concert. The approach in the practice varies between the works: the
teamwork between conductor and soloist in Nielsen is indispensable
because of the frequent tempo changes and the complex interweaving
of the parts; only a performance of the Copland’s Concerto could be
possible without a conductor, but his presence would be of great help
in the frequently changing tempi and thematic material of the second
movement; in the fast racing passages and interweaving orchestral and
soloistic parts in Francaix, the need of a conductor is significant; the
large-scale orchestration, the ‘floating’ rhythms and the complex
quasi-polyphonic interweaving of the parts make a performance of the
Denisov’s Concerto impossible without a conductor. A graphic

8 Cuper, Philippe. Jean Francaix Clarinet Concerto. In: The Clarinet, July 2013, pp.
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diagram (Fig. 43) illustrates the relationship and the increasing
necessity of collaboration between soloist and conductor in the
concertos.

I11.2.7. Ensemble issues in the soloist’s work with
orchestra. In Nielsen’s Concerto: the places of “collision” between
the sides soloist and opposition (orchestra or orchestral soloist), the
places of small changes of tempo and mood, and the places of complex
metre transition between soloist and orchestra. In Copland: the
moments of minor tempo deviations and rhythmic difficulties are a
major ensemble difficulty — the term transit ensemble difficulty is
introduced. The virtuosic quasi-chamber inclusions of soloist and
orchestral parts in Francaix are a major ensemble difficulty in the
Concerto. Again, a transit ensemble problem is observed. Denisov: the
whole concerto could be described as a huge ensemble difficulty for
soloist and orchestra — with the complex floating rhythms, the
interweaving themes of the parts, the quasi-polyphonic inclusions and
the duets of the solo and bass clarinet. Examples of relevant ensemble
difficulties in the four concertos are listed and a graphical analysis of
ensemble difficulties in quantitative terms in each of the works is
presented. For clarity, a table summarizing the findings of the analysis
is added considering: the agogic, the dynamic balance, the rhythmic,
the second soloist, and the competition/concerto.

Advice is given on approaches to working with an orchestra
in the considered Concertos: in Nielsen, to achieve rhythmic unity in
the excerpts with agogic deviations, accurate performance of the
soloist and orchestral parts is necessary, as well as accurate following
of the conductor’s gesture; in Copland, a good knowledge of the score
and following of the conductor’s gesture are necessary to overcome
the ensemble difficulties; in Francaix, knowledge of the parts on a
technical, dramaturgical and compositional level, as well as following
the conductor’s gesture, will lead the soloist and the orchestra to a
successful and unified performance; in Denisov, the knowledge of the
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parts, their preparation on a technical level to the point of flawlessness,
the aspiration for the most accurate performance of the rhythmic
groups and the following of the conductor’s gesture are crucial to the
performance of the Concerto. The role of the soloist in leading the
orchestra in the performance of an instrumental concerto is noted.

111.2.8. Auxiliary techniques in the preparation of virtuoso
works. The need for psycho-physical training in the work of
musicians is described — working with the Alexander technique,
consulting with physiotherapists who specialise in working with
musicians, and working with psychologists and specialists (e.g.
motivational coaches) to reduce the trauma of exercise and extend the
creative longevity of the performer. The only periodical journal
devoted entirely to these problems in musicians, ‘Medical Problems
of Performing Artists’, is noted®: .

111.3. Conclusions

On the basis of the foregoing, conclusions are drawn, the most
important of which are:

e |t is a valuable quality of the performer to keep his
interpretation fresh and to be open to change it during the performance
itself;

e The choice of instrument and accessories, as well as the
approach to the work, should be individual and adjusted accordingly
to the specifics of the artist;

e Denisov’s Concerto, contrary to the performers’ initial
perception about its complex rhythms, suggests a freer interpretation;

e When working with a conductor, the need for a closer
relationship between soloist and conductor in the concertos ranks
increasingly from Copland to Frangaix, Nielsen and Denisov;

8% Altenmiiller, Eckart et al. (Eds.) Medical Problems of Performing Artists. Science
& Medicine, Inc. ISSN 1938-2766 (Online).
https://www.ingentaconnect.com/content/scimed/mppa.
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Conclusion

It is argued that despite the differences in style and the means
of musical expression used, a comparison between the four works
under consideration is possible and necessary.

The findings of the study can be presented in two groups,
concerning respectively:

1. The large-scale concert form:

e The orchestral apparatus can be of inclusive or
oppositional function, and the choice of orchestral instrumentation in
the works under consideration does not determine the solidity in the
sound and the impression of the concertos — these are determined by
the composer’s skill and mastery of orchestration;

e The means of musical expression in the works run in a
close range —all the composers have approached the form of the works
using classical structures. The avant-garde sound of a work is not
determined only by the use of modern techniques. The different
compositional approach of each author determines the significant
stylistic difference of the works;

e The terms leaping, flowing and hybrid melodic line are
introduced in the solo parts to represent both the technical specifics
and the character of the solo part;

e Itis argued that the genesis of the composer’s writing and
compositional technique in Denisov’s Clarinet Concerto indicates a
freer agogic interpretation. An unexpected parallel is found with the
Concerto of Copland concerning the freedom coming from jazz music;

2. Performance practice:

e There are recordings of each of the works under
consideration, and just the Concerto of Denisov has been recorded
only once. The proportion of female performers in the recordings is
considerably smaller, but does not determine their popularity. The
recordings are a valuable document (some of them have historical
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value), can be useful in studying the works, but should not fix a
particular interpretation for the listener and performer;

o The role of the performer as a mediator between the
composer and the audience is to correctly “reconstruct” the
composer’s idea and to present it as truthfully as possible to the
listeners, refracting it through his/her senses and emotions. There can
be just one such correct reading, but it contains within itself the
possibilities for an infinite number of interpretations;

e The term functional accent is introduced, whose role of a
technical impulse and organizer of the phrase can be particularly
useful during the practice and performance of passages of high
complexity;

¢ The choice of instrument, accessories, additional complex
training (including physical, psychological and technical elements)
and the approach to the work should be individual and adjusted to the
specifics of the performer;

e Working with a conductor in the performance of the works
under review can only be omitted in the Concerto of Copland — in the
other concertos it is of the utmost importance, and in the Concerto of
Denisov it is absolutely essential;

e The boundary in the role soloist—orchestra is most clearly
delineated in the Concerto of Copland, while the concertos of Nielsen,
Frangaix and Denisov create a sense of hybrid soloism — the solo
instrument is treated there simultaneously as a classical soloist, as a
chamber musician and even as an accompanist. The Concerto of
Denisov is the most complex to perform in ensemble terms.

Finally, the following conclusion can be drawn: a comparative
examination of the four concertos in terms of stylistic characteristics,
musical means of expression, text, performance of virtuosic passages,
study of recordings, choice of instrument, accessories, tempo, and
work with conductor and orchestra is a necessary tool for
understanding the contemporary clarinet performance.
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Contributions of the doctoral thesis

1. For the first time, a study is made by comparing the
analysed here works in order to define the image of the “Clarinet
Concerto” genre in the 20" century.

2. For the first time a systematic collection in tabular form of
Bulgarian works in the genre “Clarinet Concerto” is made (according
to the available information from the Union of the Bulgarian
Composers website).

3. Together with the conductor Kalina Vassileva and the
Shumen Symphony Orchestra, the author of the study has made the
premiere performance in Bulgaria of the Concerto for Clarinet and
Orchestra by Carl Nielsen. The results of the experience during the
rehearsal process in the self-training and with the orchestra, as well as
during the concert performance, are applied broadly throughout the
study — from the ensemble problems described to the suggestions for
facilitating the soloist’s practice.

4. The analyses of the form, the means of musical expression,
the orchestration and the roles of soloist and orchestra, the work with
the text, the solo melodic line and the virtuoso passages that make up
a large part of the dissertation can lead the performer to a deeper
understanding of the musical material, the composer’s ideas and
aspirations, and thus to a more complete and developed interpretation.

5. The proposed solutions to facilitate fundamental
performance difficulties in the works under review may be of practical
help to their future and current performers — for the first time in the
scholarly literature, solutions have been proposed for interpretive
approaches to the work and performance of the four concertos under
review.
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