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JlucepTalMOHHUAT TPYyZ € OOCBHIEH M MPEUIOKEH 3a 3alluTa HA 3acelaHhe Ha
Kareapa ,,My3uka®, ceerosuio ce Ha 11.10.2022 r.

Pa3pabotkara ce ceecrou ot 131 crpanuiy, ot kouto 125 ocHOBEeH TeKeT. Chabpika
yBOJ, 2 TIaBW, C TMOJpa3Jeid, 3akiodeHue, Oubmuorpaduss W TPHUHOCH HA
JTUCEPTAIMOHHUS TPy, Brimtouenu ca u 42 HoTHU nipuMepa u 1 Tabnuna.

bubnuorpadusara ceabprka 97 3arnaBust oT KOUTo 59 Ha ObJrapcku, 26 Ha pycku, 6
Ha HeMckd, 4 Ha aHriwmiicku, | Ha ¢pencku e3unum /86 Ha kupwiwna, 11 Ha
naTuHALA/ U | eJIeKTPOHEH TOKYMEHT.

3ammTaTta Ha TUCEPTALlMOHHUS TPY[ e ce npoBeae Ha 6 aekemBpu 2022 r. ot 10
4. B 3a71a 114 na FO3VY ,Heodut Puncku®, yn. ,,Misan Muxaiinos*“ N 66 Ha OTKpUTO
3acenanue Ha Hay4yHo )Xypu B CbhCTaB: pelieH3eHTH — npo¢. a1-p UBanka Biaesa,
npo¢. a.p Beaucnas 3ammoB, craHoBuiia aou. A-p Baaepu Ilacrapmankues,

npo¢. x-p Hesin IlaBiaos u npod. a1-p Aranac Kapadesnues.

I[I/IcepTaHI/IOHHI/IﬂT TPYAd W MATCPHUAIIMTC 3a 3allluTa C€a Ha PpPaslloJIOXKCHHC B

oubmmorekara Ha FO3Y ,,Heodut Puncku‘ - biaroesrpan



CbAbPKXAHUE

WBOL oottt ettt ettt ettt ettt ettt ettt 3

ITbPBA T'JIABA

M3nbanuTecKka npodjeMaTuka B CMM(OHUYHOTO TBOPY€ECTBO

Ha KoMI03UTOPa Hopaan TOIeB. .........coo.cooovovveeieeeceeeeeeeen, 6
L.1. CUMOOHUS N2 2.ttt et e e e 7
1.2. CUMOOHUS N2 3 ..ot 12

BTOPA I'JIABA

N3nbaHuTeIcKa IP00JIeMAaTHKA B OPKECTPOBH TBOPOU HA
xkommno3utTopa Hopaan I'omieB B KOHUEPTHUA U KaMepeH

2.1 IIpou3sBeneHus 3a COJIOB MHCTPYMEHT MJIM XOP U CUM(OHUYECH

opKecTbp
2.1.1. ,,Parcous’ - 3a TTHAHO U OPKECTBP...uveeeerrereererreeesnreeeeanneeseanes 18
2.1.2. KOHLEPT 32 HUTYITKA M OPKECTBP..eeeeuuvreeeaunrnresiinnenesssneeesssnenesns 27
2.1.3. , JIyay Miagn” - 38 XOP H OPKECTBP.ceeeuvreeeerurreesiirreeeasnneessinneeens 30

2.2. [IpousBeeHust 32 KaMEepPeH M CTPYHEH OPKeCThP

2.2.1. L BYPIECKA” oiiiiiiieeeciieeeeiiee et e e e e e e e e sttt 34
2.2.2. Concerto grosso ,,CITbBHYIEBH OTOIISACHITH ... ...covveeeeereeernreeenns 38
BAKJIHOUEHME ..........o et 43
CIIPABKA 3A IPUHOCHUTE MOMEHTHM................ccvvvveeiinnnn. 46



YBO/I

KomnosutopsT HMopran TomeB ¢ n3MexIy Hal-IPOIYKTUBHHTE aBTOPU B
nepuoaa 1990-2022 r. Toi mnpeacraBs TBOPOM B MHOTO >KaHPOBE M € Ch3Jall
3HAYUTEITHO TBOPYECTBO 3a PA3JIMYHU OPKECTPOBU CBHCTAaBU, 3a Pa3HOPOIHU
KaMepHU (pOopMallUM, TOJISIMO KOJMYECTBO COJIOBAa WMHCTPYMEHTAJHA U BOKajHa
My3uKa. Berpeku ye paboTu B yHUBEpCalHa CTUIMCTHKA, aBTOPBT MHOTOKPATHO
3asBsIBa B peUIla CBOM ChbUMHEHHS MPEINOUYNTAaHUATA CH KbM (DOJIKIOpa, KOUTO ce
OTKpHBa B MHOTO HeroBu kommo3uuuu. Ho TpsiOBa BegHara na ce orOenexu, ye
TOI HEe OOpaBH C MPEKU LUTATU HA ABTEHTUYHHU MY3UKalHU 00pa3iu. Ch3aaieHUTE
peauiia HEroBU OIYCH Ca pPE3yiaTar Ha JUYHUS My TBOPYECKM IOAXOJ KbM
¢donknopa karo cnenurUyHa UHTOHAIIMOHHA CPElla M XapaKTepUCTUYHA PUTMHKA.
HeroBute KOMIO3UIIMUM TPEACTABAT B JABJIOOYMHA HHAMBUAYATHOTO MY
TBOPYECKO MUCIIEHE, M3rPaJIeHu ca ChC CBOEOOpa3eH U ChBPEMEHEH MY3HKaJeH
€3HK, pa3l03HaBa€MHU Ca KaTO aBTOPCKA CTUJIMCTHKA.

PasnuuHn npousBeAeHUS HA KOMIIO3UTOpA C€ M3IBIHSABAT y HAac U B
qykOMHa, Te ca 00EKT Ha M3JaTeiicka M 3ByKo3amucHa neiHocT. OT3uBUTE 3a
HErOBOTO TBOPYECTBO OTOEIA3BAT BHCOKOCTOMHOCTEH aBTOp, a 3aBOIOBAHUTE
Harpajy ca JIOTUYHO CJIEJICTBHE HA Yy/I€CHAaTa ChTBOPEHA MY3HKa.

OcobeHO ycrelHa e HaydHaTa M Iejarormdecka jeifHoct Ha Mopman
['omes, cBbp3aHa C W3AAJ€HU KHUTH, C ABTOPCTBO HA YYEOHHULM WM PA3NTHYHU
YNPaXHUTEITHU YHUBEPCUTETCKH [TOCOOUSI.

Karo nupureHT Ha 3HauuTeneH Opoil HEroBHM CUM(OHUYHU TBOPOM, U Ha
APYTU - CbC COJUCT U OPKECTbpP HIIM C XOp, a3 CbM C€ COJ'bCKBAJl C XapaKTepHa
npobsieMaTuka B TBOPYECTBOTO Ha [ olieB, KOATO MpOU3THYA OT crenudukara Ha
KOMITO3UTOPCKHUSL My MOYEPK. B MOETO aucepTaliMOHHO W3CIEABaHE pas3riiexiam

JaZieHN aBTOPCKH MOJIXOIH OT MO-00II] XapaKTep B Ch3aJACHU OMYCH C pa3HOPOIHA



My3UKaJIHa JUTEPATypa, CBbpP3aHa C XapaKTePUCTUKATA HA HETOBOTO OPKECTPOBO
MUCJIEHE U CBO€0Opa3NeTO Ha MHIUBUIYATHU 3BYKOBH ThpCeHUs. B pa3Butuero Ha
Hay4YHaTa KOHIEMIIH, €Ha OT BOJCIIUTE JIMHHUH € M3SICHSABaHE crenudukaTa Ha
JaneHa TmpoOJieMaThka, C OIJIe[] Ha YCICIIHOTO W TMPEeoJoJisiBaHe OlIle B
pENeTHIIMOHHUTE MOMEHTH. Haii-moOpoTo mpejacTaBsHe Ha aBTOpPCKaTa MYy3WKa
3aJIBIDKUTEIIHO € CBBP3aHO C HEHHHUS aHAU3 W C OTCTpaHsSBaHE Ha BBH3MOXKHATA
mpoOJeMaTHKa Mpe U3IMBIHATEIICKATE ChCTABH U COJTHCTH.

HezaBrcumo OoT mupokusi My 00XBaT U )KaBPOBO MHOTOOOpA3ue, aBTOPCKOTO
MY3HMKAJIHO TBOPYECTBO HA KOMIO3uTOpa Mopnan I'ommeB Bce olle He € CTaBalo
00EKT Ha CEpPUO3€H, 3aAbJIOOYEH U IIMPOKO OOXBATEH HAYYHOMU3CIIECIOBATEIICKU
MHTEPEC, KaTO M3KIIIOYMM YacT OT HEroBaTa KJIaBUpHaTa My3uKa. JIuncea Bcsikakpa
uHOpMAaIs WIM W3BECTABAHE HA W3MBJIHUTEICKH OMUT IO OTHOIIEHHWE Ha
UHTEPIpPETAlUATa Ha OpKECTpOBaTa My3HKa Ha [olieB, aHANM3UW Ha TEXHUYECKA
mpoOJemMaTuka TMpU peaau3anys Ha TBOPOWUTE My 3a TOISIM W MallbK OPKECTPOB
amapar. ToBa oOyciaBs MoOsTa MOTHBAIlMA Ja C€ Hacodya KbM HACTOSIIOTO
U3CIIe/IBaHE.

CwMmsTam, 4e TeMaTa e aKTyaJJHa U MOXKe J1a Ob7e 00CKT Ha Hay4YeH MOAXO,
1a nane mupoka mHopMalMs 3a KOMIO3UTOpa, 3a crenudukaTta Ha HETOBOTO
MHUCJIEHE W Ja OTpa3u KadyecTBaTa Ha HErOBOTO OPKECTPOBO MY3UKAITHO
TBOPYECTBO.

OGeKT Ha HACTOSINIOTO M3CJIeIBaHe ¢ IUIOCTHOTO TBOPYECTBO Ha MopaaH
["ommieB, ch31a7€HO 32 ¥ C YIaCTUETO HA OPKECTHP B MOCIECTHUTE 3 T€CETUIICTHS.

IIpeamMer Ha M3cjieIBAHETO ca JIBE OT HETOBHUTE TPU CUMGOHUH, CHh3JaJCHH B
nepuoaa 2000-2012 r.

OcHoBHATa 1eJI ¢ Ja ObAAT NMPEICTABCHH €CTETUYCCKU HJICH, BIOKEHU OT

KOMITO3UTOpPa B HETOBOTO MY3WKAJIIHO TBOPYECTBO, Ja OBIAT MPEICTABEHH BHB

BB3MOXKHa CTCIICH IHWPOKO H3IIOJISBAHUTC OT HEIro M3pa3HHU CPCACTBA W PA3JINYIHH
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CTpaHH OT OPKECTPOBA MAJUTPA, C KOSATO pabOTH, 3a MOCTHTAHE H3TPAKIAHETO U
MIPEACTABSHETO HA BIIOKEHATa B KOMITO3UIIMUTE HA My3UKaJIHa 00pa3HOCT.
Ot Habena3aHUTE U3CIEAOBATEIICKH 1IEJIU MTPOU3IU3AT CICIHUTE 3aJa4UH.

" 7a ce MpoydyaT W aHaJM3UpaT CHCHHAIU3UPAHUTE JTUTEPATYPHH
U3TOYHUIM U U3CIEABaHUSA, CBbP3aHU C aBTOPCKOTO TBOPUYECTBO Ha
ﬁopﬂaH ['omes;

" 7a C€ W3BECTH M CHUCTEMATH3HMpa U3IIBIHUTEJICKATa MpoOJieMaTuKa B
pENeTUIIMOHHUS, KOHLIEPTHO-CIICHUYHUS M 3BYKO3aIIMCEH MPOIIEC, OT
IJIeMHa TOYKAa Ha JMYHATA MU TMPaKTHKA, KAKTO W Ha KOJETH,
aHTOKUPAHW C TPEJACTAaBIHE HAa OPKECTPOBOTO TBOPYECTBO Ha
KOMITIO3UTODA;

" 7a ce pa3paboTH METOMOJIOTHS, KOSITO J1a TIO3BOJIM ChKpaIllaBaHETO Ha
ISJIOCTHUST TPOIIEC OT pa3ydyaBaHETO Ha TBOpPOUTE A0 TAXHATA
MHOTOITOCOYHA PeaTh3aIlus;

" a ce CHUCTEMAaTHU3WpPAT OCHOBHHUTE XapaKTEPUCTHKU HA H3PA3HUTE
CpEJIICTBA, TUTIMYHU 32 OPKECTPOBOTO TBOPUYECTBO M UHIMBHUIYATHOTO
XyJI0)KECTBEHO MHCIICHA Ha aBTOPA.

MeToaure Ha eKCIEPUMEHTAITHOTO U3CieIBaHe ca: Oubamorpadcku aHamus;
CpPaBHUTEJICH aHalIM3; HaOIOJICHHE Ha PEaKIMUTEe Ha COJIMCTUTE, MEBIUTE U

OPKECTPOBUTE UBITBJIHUTCIIN 110 BPCMC Ha KOHLCPTH U CTyﬂHﬁHH 3aIIuCH.



ITbPBA TJIABA

N3mbiaHuTeICKA P00JIeMaTHKA B CHM(OHUYHOTO TBOPYECTBO
Ha komno3utopa Uopaan I'omes

1.1. Cumdonus Ne 2
1.2. Cumdonns Ne 3

TBopuecTBOTO Ha Kommo3uTopa WMopaanm TomeB ce oTamyaBa c
MHOI'0’KAHPOBOCT, HO B Hero BHIAUMO Ce€ OTKpPOsiBa a(QUHUTET KbM
cb3JaBaHeT0 Ha cMMGOHMYHM TBOPOM. B THAX KOMIIO3UTOPBT ce HACO4YBa
KAKTO KbM YHUCTHUS JKAHP HAa CHM(QOHHMATA, TaKa H KbM €IHOYACTHHU
opkecTpoBH (popMu. BbB BCHYKH CBOM TBOPOH, TOM yCNABA [1a IOCTUTHE €IHA
MHOT'OJIMKOCT OT IJIe[IHA TOYKA HA TAXHATA ChAbPKATEJIHOCT. Hikon HeroBu
XyIO0KECTBEHU UJIEU Ca IUPEKTHO HACOUYEHU KBbM IPECH31aBAHETO HA NCTOPUUECKU
CHOUTHUSA, OTPA3E€HU B TEXHUTE 3arjlaBusi: CUMPOHUYHUTE moemu ,,bartak 1876 u
LSAmuangen”. Tlo-neytpanHo e 3arnaBueto ,,CHUMGOHWYHU TaHIM , HO TO3HU
cuM(OHUYEH OMyC KOPECIIOHIMpPA C HETOBUTE HArJlacH Jia ThPCH U Ja MPEACTaBs
CBOM Pa3HOPOJAHU HayMHAHUS B kaHpa. HechbMHEHO, KaTO OCHOBHM TBOPOU cC€
oueptaBar HeroBute Tpu cuMponuu. [logxoasT My KbM JEHCTBAIIUS OPKECTPOB
anapart e pasnuueH. HeroBara [IbpBa cumoHust € Ha rpaHuliaTa MeXay JBOEH U
TPOCH M3MBJIHUTEICKH CbCTaB, Nokaro Cumdonus Ne 2 TpeTupa TOYEH TPOEH
OPKECTPOB ChCTAB. B IMpOTHBOBEC HA TO3U MOILEH U aKTUBEH UHCTPYMEHTAPUYM C€
nosiBsiBa cieaBamara My Cumdonuss Ne 3 - camo 3a mpaiixoBU HWHCTPYMEHTH.
Besika cumdonnuna TBopba € peanusupaHa B pa3iddyHAa MHOTOYACTHOCT M TO3HU
nmoaxox Ha l'omeB ce 3amasBa Mpu TBOPYECTBOTO My M B JPYrM KaHpoBe. Tou

HECTIPCKBbCHATO H3HCHAaABa HU3ITBJIHUTCINTC Hu CIIyIaTeJImTe C



HECTaHJAaPTHU/HEOYaKBAaHU PEIICHMs, KOUTO o00adye ca OpPraHuYHO CBBP3aHU C
Pa3BUTHETO HA CHABPKATEIHOCTTA HA KOHKPETHUTE TBOPOU.

CUM(pOHMYHOTO TBOPYECTBO HA KOMIIO3UTOpA € OOEKT Ha MU3IBJIHEHHE OT
pa3IMYHU OPKECTPH y HAaC U B 4yKOMHA M €[JHa 4acT OT HEro € PerucTpupaHa B
3BYKO3aIlMCHA JIEWHOCT. 3HAYuTEJIeH Opoil aBTOPCKM TBOPOM ca OTIMYABAHU C
HAallMOHAJIHA Y MEKIyHAapOJHH Harpajau, Mexnay kouto € u CrenuanHaTta Harpaja
Ha MexXIyHapoaHus KOHKypC 3a kommo3utopu ,Ilpod. UBan CnacoB” 3a HeroBa
cuMponnyHa TBopOa. MHCcTpyMeHTanHata npemuepa Ha HeroBata Cum@onus Ne 1
e B nguute Ha decTrMBana Ha €BpoIeiickaTa My3uka, nposeaeH mnpe3 2002 r. B
Ilepymxa, Hrtanus. 3a cexaneHue, Ta3u CUM(OHHA BCE OIIE HSAMAa CBOETO
HAIlMOHAJIHO IPEJICTABSHE.

O0eKT Ha MY3HKAJHOTO M3CJIeABAHEe B HACTOSA LM JMCEPTALUOHEH TPYA
ca BTopa u TpeTa cuMdonns Ha Mopaan INomes. TexHUAT U360p ¢ 060CHOBAH
OT M3K/JIOYHUTEJIHO MOJSIPHUTE TBOPYECKH MOAXOAH HA KOMIIO3UTOPA NpPH
Cb3aBaHeTO UM. Upe3 TeXHHsI AHAJIU3 MOKe [1a ce Pa3KPHUAT PA3HOIOJIIOCHUTE

MOJA€JIU HA HEIrOBOTO HECTAHAAPTHO TBOPYECKO MUCJICHE.

1.1. Cumdonus Ne 2

Cumdonns Ne 2 e nanucana nipe3 2007 r. [Ipemuepara i € ochiliecTBEHA OT
[InoBauBckara ¢unxapmonuss mpe3 2010 r. Msrpagena e karo eaHOYACTHA
CTPYKTYpa/KOMITO3UIUS, KOETO € MO-PSIIKO CPEIIAaHO SIBJICHUE B aBTOPCKUTE OIMYCH.
CumdonusTa € 3a TPOEH ChCTaB U BKIIOYBA CJIECIHUS UHCTPYMEHTApUyM: MTUKOJIO,
2 Queriti, 3 0005 (TpeTHAT 000¥ ce CMEHS C aHIJIMKWCKU por), 2 KiIapuHeTa, Oac
KJIapuHeT, naBa (arora, KOHTpadaroT, YeTHpPU BAIJIXOPHH, 3 TpOMIIETa, JBa
TeHOpPTpoMOOHa, 6ac TPOMOOH, TUMITAHH, TOJIsIM OapabaH, MaTbK OapabaH, BUCSIIL

JuHeN, TaM- TaM, KcrtooH, BubpadoH, 3BpHUYETa, KaMOaHH, apda 1 mpaix.



Hsima na e mpeyBe/in4eHO aK0 HapedeM TOBa NPOU3BEJACHHE HOGPAMHA
mouka B TBOpPYECKHWTEe TbpPCeHMA Ha Kommo3utopa. B TBOpOaTra ca
NPOEKTHPAHM MJeH, KOUTO HAMHMPAT CBOETO IOCJIEABALIO NPEOCMHCISAHE U
oOHoBsiBaHe B cuMpoHuuHNTE noemMu ,,Uiaunnen”, ,barak 1876”, a cbuio u B
Konuepr 3a nuMryjJka M OpKecTbpP, Cb3JAaJeH IIeCT TOAUHH IO-KbCHO.
Kommno3uropckust noaxon, npeacraBen B Cumdonus Ne2, cBbp3aH ¢ HAUUHA
HA H3JaraHe Ha TeMaTH3Ma M HeEroBara 3BYKOBAa XapaKTePHMCTHYHOCT, B
roJisiMa CTereH HAMHPAa CBOETO NMOBTOPEHHE U Pa3BUTHE B JAPYIrHTE MOCOYECHH
TBOPOH.

EaHO yCTOMYMBO OCHOBHO H3pPa3HO CPEACTBO € JAUTMOTHBHOTO PAa3BUTHE,
KOETO YeCTO 3acAra M3rpa)JIaHeTo Ha KpaTrka ¢pa3a WIM MadbK €NH30], KOUTO
MMAaT/HOCAT €JIETUYeH XapakTep. KoMIo3uTopbhT MNpeAacTaBs TO3M XapakTep B
TeMOpOBa OKpacka Ha MPEAIOYUTaH OT HETr0 YAApeH HHCTPYMEHTapuym C
onpejeneHa TOHOBa BUCOYMHA: BUOpaOH, TNIOKEHIIINI, KaMOaHHU.

Jpyro u3pa3Ho cpeAcTBO, KOETO € B OCHOBaTa Ha TBOpYECKAaTa aBTOpPCKa
Harjaca, € ynorpebara Ha (OJKIOPHM MOTHMBH, CTPYKTypUpaHU B JyXxa Ha
mornckata auadoHus. XapaKTepeH eJEMEHT MpU TIXHOTO TMOSBABaHE €
JUHAMUYHATa UM aMIUINTyZa - T€ BUHArM Ca CBBP3aHHU C IPECTAaBIHETO UM B
IPENEHO THXA JUHAMUKA.

YecTo cpenrainl ce KOMIO3UTOPCKU MOXBAT € U3MOJI3BAHETO HAa KOHTPACTHO
CbhCTaBHU ()OPMU MPH U3TPAKIAHETO HA LAJIOCTHATA JpaMaTyprusi Ha ChOTBETHATA
4acT OT JajeHa cuMdonuyHa TBopOa Ha ['omeB. OOMKHOBEHO cTaBa Jayma 3a
€Nu3014, KOUTO HMAaT o0OIla WHTOHAIMOHHO-TEeMAaTHyHa oOcHoBa. Hskou ot
enu30QuTe ca OT ,,3aTBOPEH” BHUJ, a APYI'M Ca JIMIIEHW OT CAMOCTOSTEIHOCT U
CTpyKTypHa ctabunHocT. OOmmAT noxsar, u3non3ad B Cumdonust Ne 2, koito
OTYaCTH C€ penpoAyuudpa ¥ B Jpyrure TBOpOHM, € OOEeIUHEHHETO Ha

IMpoueCyaIHOCTTa B €IMHHA JUHAMHWYHA JIMHHA Ha IPCACTABAHC UIIN PA3BHUTHC.



KoMno3utopbT wu3Mnoi3Ba M JpPYrd XapakT€pHU IOXBAaTU - KaTO Hamp.
ne3ypHocrra. Upes Hes, TOM c€ CTpeMH Ja JaJie TBOPUYECKA BB3MOXKHOCT HA
U3I'BIIHATEINTE, a U Ha NyOnMKaTa, 3a OCMHUCIISHE Ha 3HA4YMTENHA 4YacT OT
MIPEMUHAIMNS TEMATUYEH MaTeprajl B Pa3BUTHETO HA MY3UKAJIIHOTO ChAbpPKAHUE HA
KOHKpeTHaTta TBopOa. Makap wnesypure Ja paMkupar (UHAIUTE Ha Ja/JeHU
anu30/4, B OOILIOTO pa3BUTHE HA MaTepuana T€ YECTO CE OXapaKTepU3UpaT KaTo
TEMATHU3bM C MPETUBALIO PA3BUTHE.

@akThT, Y€ aBTOPHT CE HACOYBA KbM KOHTPACTHO-ChCTaBHaTa (opma €
JI0Ka3aTeyicTBO, Y€ B eranuTe cu Ha padbora B Cumponus Ne 2 u B nBere
CUM(OHUYHHU MOEMH, HAIMCAaHU B CHIIUS MEPUOM, TOH MPEANOYHUTA 4Ype3 Hes na
IPEICTaBU Ha IPEJCH IUIaH CIIOHTAHHOCTTA Y MMIIPOBU3ALMATA B PA3BUTHETO HA
My3UKaJIHaTa CyOCTaHUUA, NPe]l CTPOro PAlMOHAIHUSA KOHCTPYKTHBEH MOAXO0J] BbB
(opManHO-TEMATUYHOTO Pa3BUTHE.

Hesasucumo, ue Mopnan I'ommes 03arnasssa NpoM3BeICHHETO CH CUM(OHHS,
TBOpOAaTa MMa CXOJHU OeJe3u € )KaHpa CUM(POHUYHA MOEMa KaKTO 10 CBOSI Malao,
Taka W MO JPYrd BbHIIHU Oene3n. ToBa ca €IHOYACTHOCTTA U spKaTta 0Opa3HOCT,
KOSATO IPOBOKHPA CIYLIATENS 1a ThPCH CKPUTA MPOTPAMHOCT.

CuMponus Ne2 - kaTo My3uKajaHa U3Pa3HOCT U ApaMaTypruyHO U3rpaKIaHe,
€ Cpel Hau-ApaMaTUYHUTE MPOU3BEICHUSA Ha ﬁopﬂaH ['omes. B emouunonanex
IJ1aH, aBTOPHT PUCYBa B KYJIMHUHAIIMOHHUTE 30HU MOYTH allOKAIUNTUYHU KapTHHH.
A B Kkpas HO TBOpOaTa KOMIO3UTOPHT NPOEKTHpa TIeHepajHaTa KyJIMHHAIMS.
['omeB u3non3Ba anearopHa TEXHUKA, KOSATO MalCTOPCKU C€ MpeallecTBa OT JBa
NOJATOTBUTENHU €Tana. B mbhpBUS OT TAX, BCUUYKM HMHCTPYMEHTH MOCTEIEHHO
MPEMHHABAT OT CTAHJAPTEH HOTOMHC KbM OCBOOOXK/IaBaHE HAa MAPTUUTE OT CTPOTO
(¢uKcHpaHe Ha BUCOYMHATA HA TOHOBETE U HA pUTMUKATA. [JokaTo BHB BTOPUS €Tan

aBTOPBT U3MOJI3BAa B€YE KOHTPOJIMPAHA aJeaTOPUKA, MPEIU J1a MOThPCU MOMEHTA, B



KOWTO Ill€ pa3uMTa Ha OCBOOOJICHaTa WHJMBHUAYyallHATA C€HEPrusi Ha BCEKU
V3I'BJIHUTEN OT OPKECTHhpa B alieaTOPUKA OT MO-HEPErIaMEHTUPaH BU/I.

Cumdonusita He Cb3AaBa TOJEMH TEXHUYECKH TMPEMATCTBUS  Mpe.
OPKECTPOBUTE MY3UWKAHTU, HO TMOCTaBs MpeJl AUPUTCHTA CEpUO3HU npoodsemu. Te
OPOU3THYAT OT OpraHu3alUsATa Ha MY3UKAJIHUS MaTepuali, OT MPOMEHIMBUS
TEMIIOPUTHM M HETOBOTO MpUJIaraHe B OONIMS MPOILIEC 3a U3TPaKAaHe IEJI0CTTa Ha
IpaMaTyprudyHOTO pa3BUTHE. 3HAUUTEIHA TPYJHOCT € OPTaHUYHOTO JOCTUTaHE HA
reHepanHara KynaMmuHaius. [IponechT TpsibOBa Aa ce OCUTYpH B €CTECTBEHOTO MY
pPa3BUTHE U B TIOCJIEIOBATEIIHOCT - KATO UHTEH3UTET HA IBUKEHUE, a HE Jla CTaBa Ha
,Tmacenu’. Bcekn MHI, B KOMTO HE C€ OCBIISCTBH TO3M OOI IMOTOK BBHB
(bakTypHOTO pa3BUTHE, MOXKE Ja C€ MOJy4Yd pasmaj Ha €JHOYAaCTHATa My3HKajHa
KOHCTPYKIIUSI Ha CUM(OHUSATA, KOETO MpHU U30paHOTO OT aBTOpa (popMooOpa3yBaHe
€ TIOTEHIIMAJIHA OMACHOCT.

KonTtpactHo cbcTaBHaTa hopmMa ce CbCTOU OT €JIETUYHO BCTHIUICHHUE, IIECT
enu3oa (C KOHTpacTHA, pa3BUBallla MU CBbp3Balna (yHKIUA) U KOJIa.

Haii-001110, T€OpeTHUHUAT aHamu3 Ha CUM(OHUATA TPEACTaBsS OCHOBHUTE
TBOPYECKH HJIEM Ha KOMIIO3UTOpa, chenudukara Ha CTPYKTYpUPAHETO Ha
TBOpOara, (opmMooOpasyBalIUTe €IEeMEHTH U JApaMaTypruyHU pEIIeHUs Ha
My3UKaJIHaTa CyOCTAHIIMS TI0 CICAHUS HAUHH:

v’ (akrypara e npeobiagasamo xoModonHa. IToaupoHryHN eTeMeHTH
C€ Cpelar B TPETUs €NH30[, KbAETO C€ MOsIBA TEMATHU4HO SO,
acoIMUpalIO C MIONCKHU ABYTJIAC;

v/ OpkecTpanusaTa ce pasrpblia Haii-4ecTo B TPH IUIaHa, HO CE Cpelar u
JIeTailii, B KOATO TS CE€ MPEACTaBs B YETUPH IUIaHA. B mocmemuus
€MU30/]1 - C TeHepaIHaTa KyJIMUHAIIMS, a ChIIO U B KOJIaTa, pa3BUTHETO

Ha MY3HKaJIHU MaTCpHall € B aJICATOPHO IBUKCHUC,

10



v/ MeTpuKaTa BKJIIOYBA pasMepu OT 2 10 7 4eTBbpTH. HeszaBHCHMO OT
aduHUTETa CU KBM (OJIKIOpA, aBTOPHT HE HM3IOJI3BAa HEPABHOJAETHH
pa3Mepy B TEXHUS IPUIO3HAT TAHIYBAJIEH KOHTEKCT;

v Temmara ca MPOMEHIIMBH, HO MpeoOiagaBaT OaBHUTE U YMEPCHUTE.
JIBMYKEHMETO MAKCUMAJIHO JOCTHUra J0 NapaMeThp YETBBPTHHA HOTA=
Ha 112. Ilopagum HanMuMeTo Ha MACA)KU BBB BCHUYKH OPKECTPOBU
Ipyly, U3NKHCAHU C MAJKW HOTHU CTOMHOCTH, CE€ Ch3[aBa YyBCTBO 32
no-0bp30 Temmno. ToBa ycemiaHe € MHOIO HaTpamyuBO B MOCIIETHUS
enu3oj Ha cuM(OHUSATA - B 30HaTa HA T€HEpaIHATA KYJIMUHALUS;

v IMHaMUYHATA CKaja Ha pa3BUTHE Ha MaTephansa € C OTPOMHH
aAMILUTHTYY - OT €J[Ba JOJOBUMH YeTUPH MUuaHuCcUMu (PPPP) 0 MOoIHA
3BYKOBa Maca, CpaBHUMA C T'POXOT, B AUHAMUKA YETHPU (POPTUCHUMU
(FFFf);

v XapMOHUYHOTO pa3BUTHE BKIIOYBA IPEUMYIICCTBCHO KIIACHIECKa
akopAMKa, u3pa3eHa B ynoTrpedaTra Ha MaXOPHHU M MHUHOPHU
TPU3BYYMS, TOJyMAJICHU YETUPU3BYYMs, NET3BYUUs H  Jp.
MHTEpBaJIMKa, HO PA3BUTHUETO Mpeiuiara oue ynorpeba Ha 3BYKOBU
KJI'bCTEPHU U COHOPHU IIETHA,;

v TeMOpoBaTa CKaja Ha HHCTPYMEHTapHMyma CbIIo € Gorara, HO 0e3
HaTpanmyuBa ,,€K30THMKAa 1O OTHOIICHWE Ha  H3I0JI3BAHUTE
MHCTPYMEHTH, TAXHOTO KOMOMHHMpaHE W cleuu(UYHU MOXBaTU INpHU
3BYKOU3BIMYAHETO.

JlupureHTCKaTa KOHUIENUUsl cJeaBa 1a O00eIMHSIBA BCHUYKHTE MIECT
enu30/1a B €AHO OPraHu4HO usjio. Boxema rpsadéBa naa O0bae mMuchbITa 32
NpeICTABAHETO HA TAXHATA KOHTpacTHOCT. KoMmo3uTopbT 3a/1ara Ha Hesl B
KOMOMHMPAHETO HAa eNnu30AMTe M TAXHOTO pa3nojaraHe B MY3HKaJIHATA

¢dopma. Ta3u pasHOIMKOCT HA MaTepHaJia 1aBa IMUPOKH Bb3MOKHOCTH NPH

11



uHTepnperauuaTa Ho karo kpaen  pe3yiarar, I1ocCjJeA0BaTEJHOTO
KOMOMHMpaHe HAa KOHTPACTHHMTE eNU30AU TPSAOBAa eCTeCTBEHO W JIOTMYHO Ja
JA0BeIe 10 U3IPAKIAHETO HA reHepaJIHATA KYJIMUHALUA.

Cumdonus Ne 2 e eTajIOHHO NPOU3Be/IeHHE B OPKECTPOBATA MY3HKa Ha
I710pz:aH I'omeB. MHOro or TBOpYeCKHMTE HAeH M CHeHUPUUHM IOIAXOIH,
3aJI0KeHH B CHM(OHHUSATA, HAMHMPAT CBOETO pa3BUTHE B NO-KbCHH HEIrOBH
TBOpPOM. TH mpexncrass cneuMpukKaTa HA KOHKPETHO/ONMpene1eHO/M3siICHEHO
AaBTOPCKO MHCJIECHE H € CBOecOOpa3HA TEOPETHKO-NPAKTHYEeCKAa OCHOBa 32
MY3MKAJIHOAPAMATYPIrUYHO pa3BUTHE W HA JAPYrH HEroBM TBOPOM, U3BBH

00Js1acTTa HA CUM(POHUYHOTO MY TBOPYECTBO.

1.2. Cumdonus Ne 3

Komnosutopsr Mopnan TomreB ch3maBa muecata Lamento - 3a mpaiix
opkectsp, mpe3 2012 1. TBopOara mma cBosiTa MpeMuepa B HU3MBIHECHUE Ha
["abpoBckust kKaMepeH OpKecThp Ha mperiiena ,,Hosa Owirapcka mysuka” B Codus,
a cien ToBa € M3MbJIHEHAa U B ['aOpoBO - 1BeTe U MPEACTaBSHUSA Ca OCHIIECTBEHU
oJ MOeTo aupureHTcTBo. CienBa BKIOUBaHeTo i npe3 2016 r. B mporpamara Ha
JleBeTrss HalMOHAJEH CTYJCHTCKM (ecTuBajl Ha W3KYyCTBara, MPOBEXKIAaH B
IOrozananuus yauepcutet ,,Heodur Puncku”, bnaroesrpan. M3mbIHUTEICKUST
chcTaB € KamepeH CTpyHEH OpKECThp Ha YHMBEPCUTETA MO M3KyCTBaTa OT Ipaj
Sm, PymMbHUSA, a KOHUEPTHT € B CTyAuoTo Ha Panmo bmaroesrpan, oTKpAEeTO ce
M3JTbUBa U 3alUC Ha TBOpOaTa.

Komno3utopsT olieHsiBa MyOIMYHUS yCIIeX Ha CBOSATA TBOpOa U pelaBa, ye
Ts1 OM MOTJIa J1a CTaHe 9acT OT CUM(OHUYHA ITUKIINIHA KOMIIO3UITUS U TTPUOaBs KbM
cb3nageHoTo Lamento ome Tpu wactu: Adagio (mepBa uvact), Scherzo (Bropa uact)
u Allegro/Final (uetBbpra yact). I[lo TO3M HauMH TOH OGOpPMS OKOHUATEIHATA

CTPYKTypa Ha CBOSI HOB UETUPUYACTEH CUM(POHUYEH LIUKbIL.
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[TogoOeH TBOpUYECKM MOAXOJ CBHIIECTBYBA WU IPU CH3JIABAHETO HA JPYrd
KOMIIO3UIIMM OT Pa3JIN4YHU aBTOPH, KOETO HE € TBOPUECKU IPEUEAEHT. BeposaTHO €
Ta3u Ues Ja € ChUIECTBYBAJIA U B I'bPBOHAYAIHUS AHTOPCKU 3aMHUCHJ, HO TOBA €
CaMO B pPaMKHUTE Ha TBOPYECKUTE JOTAJKH, 3amoTo [omeB He cnoaens B
nyOJUYHOTO TPOCTPAHCTBO HUKAKBU (PAaKTU OKOJO OKOHYATEIHO Ch3/aJIeHaTa
cuMponnyHa Kommosulus. Bpemero oOT mosaraHeTo Ha HEWHOTO HAYajlao Ji0
OKOHYATEJHATA U PEIAKLHS € B PAMKUTE HAa OKOJIO 7 TOJUHMU.

B okonuarennara cu pepakuus, Cumdonus Ne3 mbpBOHayaldHO ce
peanu3upa MOJ MOETO JUPUTEHTCTBO KaTo 3Byko3amuc cbC¢ CHMPOHMYHUA
opkectsp Ha bHP npe3 2019 r., a koHnepTHata i npemuepa € OTHOBO C MEH U C
["abposckus kamepeH opkectbp Ha 12.02. 2020 1.

Cumponns Ne 3 ma Hopman Tomes Moxe YCIOBHO 1a ce Hapede
,Kiaacuuecka”. B TBopOara cu aBTOpBT ce 00pblIa KbM TPAJULUOHHUTE CTPYKTYpHU
1o oTHolleHue Ha QopmooOpaszyBaneTo. ToBa pemieHue ce HACHTUDUIMPA C
MHOXXECTBO Ch3JaJCHH €MOJIEMATHYHU TBOPOM OT HEOKIIACUYECKH KOMIIO3UTOpU
npe3 XX Bek: Xunaemut, baptok, [Ipoxodues, llloctakopuy.

CuM@poHUAATA KOHLEHTPHMPAa B MY3HKAJHHS CH MaTepuaj OIrpPOMeH
€MOLIMOHAJICH JHANA30H, OJAHECEH HA CJOYIIATEJsl B MPeAeTHO cCOMTO BpeMeBo
NnpocTpancTBo. B TBOp0arTa ce ycema HanmperHaTusi ImyJiC HA HAIIETO BpeMme ¢
HEroBUTE KOJIM3UM. B HAKOM acnekTu € NpoAbJDKEHA JIMHUSTA, pUCYBallla Thrara
Ha aBTOpa OT IIoOamHaTa OE3AyXOBHOCT M J€XyMaHU3allus, B KOUTO € W3MajHall
OKpBKaBailusi HU cBAT. Moxxe Ou ToBa € ocHoBaTenHaTa npuunHa Cumdonust Ne 3
Jla 3a104Ba ¢ MpayHa 0aBHA 4acT, a ApaMaTypruyHusT il HeHTHp Ja ObAe HeiHaTa
Tpera yact Lamento. B tasu cBost TBopOa, ob6aue, KOMIO3UTOPBHT ChBCEM HE €
necumuct. HeroBust ¢uHan € CHIHO ApaMaThyeH, HO € CMHUCJIOBO OJIU3BK 10
OeToBeHOBaTa KOHLEMIMS 3a IUKIMYHUS XOJ B YOBEIIKATa UCTOPHUS - ,,0T MpaK

KbM CBETJIMHA , KOSITO ['0111€B BBh3pak/1a B CBOSITA My3HKa.
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CuMmdponusiTa € CTPYKTypHpPaHAa B TPAAUIHOHHUS YeTHPUYACTEH
COHATHO-CUM(OHMYEH NHKbJI, HO B Hesl € W3BeleHa ABYIMJAHOBOCT Ha
Pa3BUTHETO, U3Pa3siBalla ce MO0 OTHOIIEHHEe HA TeMMOBOTO i pa3rpbllaHe u
NMPOTHBONOCTaBsiHE HA YacTuTe. [IponmopuunTe B TSIX, KATO OPraHU3AIUATA HA
MaTepuaa, u3pa3siBaT CbhBbPIIEHH CBhOTHomeHusi. Hemo moBeye -
JAKOHMYHOCTTA HA W3Ka3a, JHMICATA HAa MHOIOCJIOBHE M W3JIHUIIHA
00CTOSITEJICTBEHOCT, ca MalicTOpcku H3pa3, BJIO)KEH B Pa3BUTHETO HA
MY3UKAJHHST MAaTepHaJl, KOWTO TMpeacTaBsi BHEYATIASBANIUS TBOPYECKH
MOX0/1 HA KOMIIO3UTOPA.

dakTypara € mpeobiagaBamo IMETIVIACHA, KaTo paslMpsSBaHETO W HE
HpeBHUIlIaBa OceM Tiiaca, pasnpenaesicHu B diVisi - mo 1Ba riaca BbB BCSAKA MapTHSL.
YacT or aByriaca M 4acT OT aKOPAWTE B OTICITHU MapTHH ca yI0OHU 32 CBUPCHE
kKato nBoeH rpud. ToBa gaBa BB3MOMKHOCT IMPU KOHIEPTHO HU3MBIHEHUE /A Ce
M3TOJ3Ba JOMMBIHUTEICH PECYpPC 3a OCUTYpsIBAaHE HAa JAWHAMHYHA TUTBTHOCT TIPHU
M3MBJIHEHUE OT TO-MAJIKM CTPYHHH OPKECTPH. YHHUCOHHOTO Pa3BUTHE YECTO CE
U3MO0J3Ba OT KOMIIO3UTOpPAa B KYJIMHUHAIIMOHHA MOMEHTH OT JIpaMaTypruyHOTO
pa3BUTHE.

B cpaBuenue ¢ npyrure My cuMGOHUHU U MPOU3BEICHUS 32 TOJISIM OPKECTHP,
B Cumponus Ne 3 ﬁopﬂaH ['omeB u3non3Ba 3HaunTenHo nonudonusta. Tosa ce
CJIydBa Hali-Beue B iBeTe OaBHM yacTu: Adagio m Lamento. Hermio noBeue, mbpBUST
Ji71 Ha BCTBIIUTENHATa 0OaBHA YacT € (yraro, KOETo MO0-3a0elIeKUTENICH HAuuH
M3Tpak/1a MOCTENIEHHO W OPTaHUYHO e/1Ha e(h)eKTHA M BB3/eHCTBRAIA KyJIMIUHAITHS.

[To oTHOmIEHWEe Ha MeETpUKAaTa B TOBa NPOM3BEIACHHUE HE ce 3abesi3Ba
Pa3TOYMTEIIHO U3MOJI3BaHE HAa CMSHA Ha pa3Mepu WIM BKIIOYBAHETO Ha
HEPABHOJECITHU PHUTMH. MeTpUYHATa CKajla BKJIOYBA KJIACMYECKUTE TaKTOBU
pasmepu: 2/4, 3/4 u 4/4. Uectata uM cMsHA ce HAOIIOJaBa €IMHCTBEHO B JIBETE

0aBHU YacTH /TbpPBA U TPETA/.
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XapMOHUYHATa MajJuTpa, ¢ Koaro 0opasu ['omes, € MHOro 6orata. ABTOPBT
M3M0J3Ba TPAAULMOHHA IMaTOHUYHA AKOPJAWKA BbB BCUUKUTE i Pa3sHOBUAHOCTH:
TPU3BYUYHUs, UETUPU3BYuYMs, TMeT3Byuus. B ompeaenenu ¢QparmeHtu ot
XapMOHHYHOTO pa3BUTHE OOpaBU C KBApTOBAa XapMOHHUA, KOSTO MPOMEHS
CBIIHOCTTa Ha W3IMOJIBAaHMS JO0TOraBa TOHAJeH IUIaH. YUpe3 HeiHara mosBa,
KOMIIO3UTOPBHT YCUJIBA HAIIPEKEHUETO BBB (DAKTYPHOTO Pa3BUTHE, KOETO OCOOEHO
C€ OTHACS 10 KyJIMUHAIIAIOHHUTE MOMEHTH.

B cpaBHenue cbc Cumbonuss Ne 2, B Tazu cuMm¢poHHs ce HaOIrogaBa
M3BECTHA ,,ACKETUYHOCT M1 YMEPEHOCT [0 OTHOUIEHUE HAa JUHAMUYHATa CKajla Ha
pazButhe. M3mon3BaHeTO Ha KiIacHuecko (opMooOpa3yBaHe, pPa3BUTHETO Ha
MaTepuana Ha JBICM JIMHAM M TOCTENIEHHOTO My pa3BHTHE , HE Hajarar
CBIIOCTABSIHETO HA KpaHU JIMHAMHUKHA, KOUTO HM300MJICTBaXa B KOHTPACTHO-
CbCTaBHUTE (JOPMHU HA BTOpa CUM(POHHUA. AMIUINTYy1aTa HA AUHAMUKATA C€ JIBUKU
B OYaKBaHWTE TPaHMIM, CYHTAHU 3a TpamulmoHHu, ot pp no ff. Cemoro ce
HaOnoAaBa W 1O OTHOIIEHHE Ha Temmara. KoMmo3uTopbT HE MNOAXOXKAa B
Pa3BUTHETO HA YACTUTE KbM MPOMsHA HA OCHOBHUTE Temmna. KbM T0o3u moxsar, Toi
npuosirBa camo B Tperata yact - Lamento, Ha um3rpaknaHara KOMIIO3MIIMOHHA
cuMponnyHa dopma.

CuM(pOHMYHOTO pa3BUTHE B Ta3H YacT MNpeliara M3M0J3BAHETO HAa
Pa3Hoo0pa3Ha MAJUTPA OT WIPUXHU B LeJUs LPaiixoB HHcTpyMeHTapuyMm. Ilo
OTHOLIEHMEe Ha TeMOpHTe M PperucTputre, TYK ce 3a0es3Ba HM3BeCTHa
YMEpPEeHOCT, KOSITO He MOxe Aa ObjJe NPUPABHABAHA KbM TEHACHUUS 32

MacCuBHOCT MJIN ez[Hooﬁpa:me B moaxoaure.

1

ITo oTHOIIEHNE MUCIIEHETO B ,,AbJrH JUHUK, CuMdonus Ne 3 ce no6amxkaBa 10 XapaKTepHH
KOHIICTIIM U IPUHOMH, U3MOJI3BAaHH B TBOPYECTBOTO Ha Kiacuuecku aBTopu (XaiaH, betoseH) u
1o BpeMeTo Ha Heoknacuiusma npe3 XX Bek (CrpaBuncku, baprok, [Ipokodues).
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He ce nabmonaBa ynotpeba Ha MpeaeTHO BUCOKH PETUCTPU B IUTYJIKHUTE, a
¢akTypaTa ce pazHOOOpa3siBa TEMOPOBO C M3MOJI3BAHETO Ha (PIIAXKOJIETHH TOHOBE -
€AMHCTBEHO B TIOCIEJHUTE TpU TakTa. MHAMMYHHUAT OajJaHC B OTIEJIHHUTE
NAPTHH € MHOTO TOYHO NMPENU3UPAH U PA3MO0JI0KEH M0 NMPOTEKEHUE HA HAIATA
naprurypa. Toii O0ykBaJHO ,,0CBO00KIaBa” M3NMbJIHUTEJIUTE OT AHTAKUMEHT
Aa NPOSBABAT CHENMAJIHO BHMMaHHE KbM I[POTHYANIOTO Pa3BUTHE HA
¢akrypara. Ilo TO3U HAUMH, Te MOTaT U3ISJIO 1A C€ KOHUEHTPHUPAT B MOCOKA
HA XY/J10:KE€CTBEHOTO MPEeTBOPSIBAHE HA ABTOPCKUTE TBOPYECKHU H/IEH.

KyJMuHanuoHHNTE 30HM ca W3rpajeHH OT KOMIIO3UTOpPa MHOIO
NMPenUu3H0 U ¢ 0c00eHo MaiicTopcTBo. ChyliaTenuTe MOJydyaBaT yCEHIaHe, 4e
JTUHAMUYHOTO M PUTMUYHOTO HAIUIACTSABAHE B MOJACTHIIUTE KbM ApaMaTyprUUHHUTE
BBPXOBE CAKAIIl CE HAIMIPABJIABA C HEBUJIUM ,,[IOTCHIITUOMETHD .

Bbropeku, ue Ha MpbB MOTJIE] HOTHATA KapTUHA M3MVIEXKAA CEMIUIA, MOpaau
CBOSITA MpeEJAeNIHAa SICHOTa, B TBOpOaTa MMa JIOCTaThbUHO MpPEIM3BUKATEICTBA 32
V3I'BJIHUTEINTE 1O OTHOIICHHE Ha TIOCTUTaHETO Ha oO0mus aHcaMOBbI MpH
3ByKOM3BIMYaHETO. ToBa ce oOTHacs Hail-Beye 3a XOMO(GOHHHTE MeEcCTa, 3a

YHHUCOHHUTE MOMEHTH B SCherzo-to u 3a puHana Ha cumMpOHHSITA.

Cumbonns Ne 3 na Mopnran Iomes e nponsBeneHne, KOSTO ChueTaBa 3psiio
KOMIO3UTOPCKO MHCIICHE U MAaMCTOPCTBO C YAa4HO HAMEPEH HU3IMbIHUTEICKU
amapar, KOMTo Moxe J1a ObJie MOOWJICH 10 OTHOIIIEHHE Ha CBOsTA YynciaeHOoCT. ToBa
JlaBa BapUaTUBHHU BBH3MOXKHOCTU KOMIIO3UIIMATA Ja C€ M3IMBJIHSBA OT Pa3IUYHU
OPKECTpHU.

TemMaTU3MbT € MHOro Ja00pe MNpeACTABEH B COHATHO-CUMQOHWUYHMS
HHMKBJ U SICHO I0JIOBUMHM €A U3rPajeHuTe CMUCIOBH BPb3KH MEXKIY MbPBa U
TPeTa 4acT U Me:K1y BTOpPa M 4eTBbPTa 4YacT. Taka 4yBCTBOTO 32 €IUHCTBO U

KOMIIJIEKCEH XapaKTeEp Ha CI/IM(l)OHI/IHTa Ce 3amnma3dsa BbB BCHYKH 4YaCTH Ha
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TBOpﬁaTa H THd PpaskKpuBa CBOATA CbABPKRATCIHOCT IMOCJIACAOBATE/IHO B

MY3UKAJTHO-APAMaATYPIru4HOTO CH pasBuTHE.

BTOPA I'VIABA

N3nbaHuTecKka nmpodJjieMaTHKA B OPKECTPOBY TBOPOM HA
komno3uropa Mopaan I'omieB B KOHUEPTHUS M KAMEPEH KAHP

2.1 IIpousBeneHusi 3a COJIOB HHCTPYYEHT UJIH XOP
U CUM(OHUYEH OPKECTHP

2.2. IIpousBeeHHs 32 KAMEPEeH U CTPYHEH OPKeCTbp

KommosuTopcknte niaer Ha Mopnan T'omes B 061acTTa Ha cHM(OHH3MA He
IIOAMUHABAaT M JPYIrH >KaHPOBE, B KOUTO AaBTOPHT Cb3JaBa CBOU OIIYCH,
IpEJHAa3HAYEHN 3a pA3JMYHU CHCTaBU M COJUCTH. Herosure pa3HOCTpaHHU
TBOPYECKH MHTEPECH U JINYHATA MYy KJIABUPHA KOHLUEPTHO-U3IBIIHUTEICKA HArjiaca
ca NPUYMHUTE, KOUTO IO BOJAT KbM pPa3HOPOAHO TBOPYECTBO, CB3JaBAHO B
nepuoga 1990-2013 r.

HecbmHeH e HeroBuaT apUHUTET KbM KOHLEPTHHUS XaHp, NPEICTaBEH B
HACTOSIIOTO HAYYHO M3CIIEJIBAHE OT TBOpOUTE ,,Parcoaus™ - 3a MMaHO U OPKECTBP,
n Konuepr 3a murynka. KoMImo3uTopbsT HEM3MEHHO IOBEPSBA CBOUTE IOPEIHU
OIlyCH Ha BEJIMKOJICIIHU COJIMCTH 3a TAXHOTO CLUEHHUYHO INpenacraBsiHe. Enun oT Tiax
e npod. n-p Pocrmcna MopueB KOWTO OCHIIECTBSIBA JECETKH HPEMUEPHH
M3ITBIIHEHNS Ha My3uka oT Mopnan 'omeB, KakTo M TOBa Ha parcoausTa. Moxe
caMO Ja C€ H3KaKE CBKAICHHWE, Y€ CEPUO3HM AHTaXMMEHTH HE ca Jalu
BB3MOKHOCT IJIAHWPAHATA U3MBJIHUTENKA Ha LUTyIKkoBHus KoHUEPT Jlus Ilerposa

Jda pcain3rupa 10 JHCC HCTOBOTO HU3IIBJIIHCHUC.
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Pasrnexnanure JBe HMHCTPYMEHTaIHHM TBOPOM - B €JHOYACTHA U B
MHOrodacTtHa (opma, mpeasnarat pasidyHa MHpodieMaTHKa OT 3ajoKeHaTa BbB
BOKAJIHO-OPKECTPOBOTO ChUMHEHUE ,,JIyau miaau”, HaMMCAaHO IO JIUTEpaTypHaTa
noema Ha lleiio fBopoB. Ha mnpenen mmaH ce mpeacraBs OTHOLICHHETO Ha
KOMIIO3UTOpa KbM BOKQJIHOTO M3KYCTBO M HETOBOTO OTHOLIEHHE KaM OBJITrapcKOTO
CJIOBECHO TBOPYECTBO. ABTOPBT MHOTIOKpPAaTHO € 3asBABAJl CBOS HHTEPEC KbM
donkmopHaTa My3uKa, a cera ce oOpblla U KbM IOE3Us, KOSITO acoluupa ¢
OBIATapCKUTE CIIOBECHU TPaJULIUU.

Beue orbenssax, ye cuMpOHHYHOTO MHC/IEHe HA KoMno3uTopa Mopaan
l'omeB He ce orpaHM4YaBa caMO B PAMKHUTe HAa Cb3Ja/JleHUTE B TO3H KAHP
TBOpOM. To ce penpe3eHTHPA CNOJYWINBO H B KAMEPHHU TBOPOH C OPKeCTHP, a
ChII0 U B HETOBU BOKAJIHO-OPKECTPOBHU ChYMHeHMsA. /lopU B )KaHpPOBe, KOMTO
TPAAMIMOHHO/00MYANHO ompeaeasiMe CaM0 KAaTO KaMEpHH, aBTOPBT BHACH
NPUCHIIM 32 HEro 3HAYMTEJIHHM APAMATYPrUYHHM HMJeH M TeMATHU3bM, KOMTO
00MKHOBEeHO 00Bbp3BaMe cbc cuMGpoHu3Ma. To3u HeroB KOMINO3UTOPCKUA CTHJI

H TBOPYECKH MOAX0AH Ca pasnmo3HaBaeMa Yepra Ha TAJAHTIUBUA aBTOP.

2.1 IlpousBeeHus 3a COJIOB HHCTPYMEHT XOP M CUM(OHUYEH OPKECTHP
2.1.1. ,, Pancoous” - 3a nuamo u opkecmuvp
2.1.2. Konyepm 3a yueynka u opkecmuvp
2.1.3. ,,JIyou mnaou” - 3a cmecern xop u cumponuuen opKxecmvp

(cmuxoese Iletio Heopos)

2.1.1. ,Pancooua” - 3a nuano u opkecmwvp
KomnosutopsT Nopaan I'omes cw3gaBa npe3 2006 r. cBosita ,,Pancoaust” -
3a TMaHO W OPKECThp. TS BegHara mMa CBOETO MyOJWYHO M3MBIHEHUE B JHUTE HA

nperneaa Hosa Obarapcka mysuka. [Ipemuepara e ocwuiectBeHa ot IlneBeHckara
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DHMIXapMOHHMS TIOJ JUPHUTEHTCTBOTO Ha Mopman JladoB, a COMMCT € MUAHHCTHT
Pocrtucnas Mopues.

Cnopen MCTOPUYECKUTE CBEIEHUSA, IPEBHUTE T'bpPIU ca pazOupaiu TMoj
HA3BaHHUETO ,,pariCOAMs’’ TBOPYECKU aKT, IPHU KOMTO IeBell-IekiamaTop (parcom)
peUUTHpa OTKBCU OT KJIACUYECKH JUTEPATypHU NPOU3BEACHUS, KaTO YMEJO
UMIIPOBHU3UPA BbPXY TEKCTOBETE W MPaBU BPB3KU MEXIY OTIEIHUTE croxeTu. [1o
TO3W HA4YMH C€ paxKJa MPOU3BOJHA/BapuaTHBHA TBOpOa, a AHOHMMHOCTTa Ha
pancoiuTe OpHEeHTHpa JelWHocTTa UM B opoutara Ha Qonkiopa. I[lpes
CpenHOBEKOBHETO, HACICIHHMIM HAa pamnocoauTe B 3anmagHa Espoma ca
TpyOasypuTe, MHHE3HHIepHTe” W TPyBepHTE, a B Pycust i M3TOUHO CIIaBSHCKHTE
CTpAHH - CKOMOPOXHTE”,

IIpe3 XIX Bek, ocBeH B ABCTpO-YHrapckata HUMIIEpUs, parcoAusTa KaTo
’KaHpP C€ CBbp3Ba C Bb3HUKBAHETO HA HALIMOHAJIHUTE My3UKaJIHM IKOJIX B CpelHa,
CeBepna u M3touna EBpona. Otnnuutenen Oener Ha kaHpa, KOMTO He 3aryoBa
aKTyaJHOCTTa CH JI0 JHEC, € €JHOYaCTHOCT, M3pa3eHa B CBOOOJHA
CTPYKTypa/My3uKkaiHa ¢opMa ¢ UMIPOBU3ALMOHEH XapakTep Ha pelyBalluTe ce
€NU301 B NIMPOK EMOLMOHAJIEH U TOHAJIEH TUAIa30H.

ABTOpBT Ha IbpBaTa pamncoius B ObirapckaTa My3WKa € KOMIIO3UTOPBT
[Tanaiior ITunkos. Ilpe3 1918 r. Toli HamucBa cBofATa ,.bbiarapcka parncoaus’ 3a
nuaHo. ToBa € HAMBUCTUYHA KOMITO3UIIMS BbB (pOpMaTa Ha TOTABAIIHUTE ,,KUTKH .
be3 na pa3zpaborBa My3uKamHUsl MaTepuail, KOMIO3UTOPBT IPOCTO ChOMPaA B CBOETO
MPOU3BEJCHUE HIKOJIKO MEJNOJAUHM C OBIrapCKM WHTOHAIMM WU TPAJCKH TECHHU,
YUHUTO MBEPBOOOpA3U ca 3aUMCTBaHU OT rpajackus donkiaop Ha Cpeana u 3amnajaHa

EBpona.

?https://bg.wikipedia.org/wiki/%D0%9C%D0%B8%D0%BD%D0%B5%D0%B7%D0%B8%D0
9%BD%D0%B3%D0%B5%D1%80
3https://bg.wikipedia.org/wiki/%D0%A1%D0%BA%D0%BE%D0%BC%D0%BE%D1%80%D0
%BE%D1%85
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YeTupu roauHu o KbCHO - nipe3 1922 r., komnozutopsT [lanuo Biagurepos
npenctaBs B bepnun cBosra Parncomus ,,Bapaap”, KoaTo NpoBOKHpa UHTEpEca Ha
BTOPOTO TOKOJEHUE OBITapCKU KOMIO3UTOPU KbM TO3U KaHp, a camara TBopOa
cTaBa eMOJieMaTUYHA 332 HAI[MOHATHATA HU MY3HKa.

Cnen menpboBbpa Ha Biaagurepos, pe3 1938-40 r. komno3utopbT JuMUTHD
Henor cw3maBa cBosita ,,Pancoamuna danTtazus”, kosto Beue 80 roawHU ce
V3I'BJIHSIBA CAMO CHOPAIWYHO OT HalM opkecTpu. Cpes roJieMUTe CIOJYKHA B TO3H
JKaHp ce cMATa U HanmcaHnara npe3 1956 r. ,,Pancoaus™ ot Becenun CTosiHOB.

Panconuara Ha Mopnan T'ommes e cpex MalKOTO HAIMCAHH TBOPOH B TO3H
CTUJI B Haill-HOBO BpeMe, MOJIYYnIId MyOJIUYHOCT B HAIllaTa KOHIEPTHA JIMTEpaTypa
3a muaHo. Ta3um kommo3uuus, ch3naneHa npe3 2006 r., OCBEH Y€ € HOCUTEN Ha
HIIMPOK CHEKTHhP OT €MOIIMU M MY3WKaJIHU HIOAHCH, € U CBOEOOpa3eH CUMBOJI Ha
ChBPEMEHHOTO CBETOYCEIIAHE 3a HAPOJHOCTHEH XapaKTep B HEMHOTO TEMAaTUYHO U
WHTOHAIIMOHHO pa3BuTHe. Hemo mnoBeue, cropen MEH IMOSBSIBAHETO Ha TasH
TBOPOA € CAKAIll MPU3KB 32 CIIACABAHETO Ha My3UKAJTHOTO U3KYCTBO OT O0€3pOaUETO,
HAa KOETO JHEC HU o0puyaT miodanu3anusiTa U CHBPEMEHHHUTE EBPOICUCKU
MOJTUTUYECKH U UKOHOMUYECKHU OOIIECTBEHU YCIOBUSI.

Tazu TBOpOa € MHOro paznMyHa B >KaHpa Ha MOMyJspHATa ObJITapcka
paricoqusi. B Hest HAMa NMPa3HUYHOCT WM MJIaKaTHO-NIPUNOBAUTHAT TOH. HanpoTtus
- TOBa € TBOpOa JOpU C HOCTAITHYEH XapakKTep, HO B Hesl MyJICUpa HEeBEposTHATa
eHeprus Ha ¢oiukiopa. KoMmosumusara € cskaml CUMBOJIMYHO TMPETyNPEkKICHUE
KbM CJIE/IBAIlIUTE MOKOJIEHUs, Y€ ChIIECTBYBA peajHa OMacHOCT J1a 3aryOMM ToBa
CBOE J[yXOBHO OOTaTCTBO.

OCHOBEH IpaJnBeH MaTepuai, B parncoausTa Ha Mopaau Tomes e morckara
nuadoHus, HEWHOTO METPOPUTMHYHO pasHooOpasue U csKam ,.HeoOy3gaaH”

xapakTep Ha (onkiaopa oT TpbHCKUS Kpaid.
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[IepBOTO BHIEUATICHHE 3a Ta3W KOMIIO3UIMS € HEWMHATa BUCOKA CTENEH Ha
KJIABUPHO TEXHHYECKAa TPYAHOCT. To3u (akT mojckas3Ba, 4e aBTOPHT € 3aJ0KUT B
COJINCTUYHATA NapTUs MHUAHU3bM OT HAW-BUCOKA Kjaca, KaKbBTO CaMHUAT TOU
npuTexara. KiaBupbT mpoBOKMpa JIFOOOMUTCTBOTO U (paHTa3MsATa HA CITyIIATEINS /1a
yye Ta3u MHeca B €lHa aBTOPCKAa WHTEpIpeTanus... ToBa € €IUH MOYKEJaTeJICH
€JIEMEHT, KONTO OM MOI'BJI Jla pa3Kpre CBOCOOpa3ueTo Ha TBOPUECKHUS MOIXOJ Ha
KOMITO3UTOpA B MPEJICTABIHETO HA HETOBAaTa aBTOPCKA MY3HKa.

[IpeMHEPHOTO HW3NBIHEHUE HECIY4YaHO € TMPEIOCTaBEHO Ha YyAECHUs
nuanuct Poctucias HMoBues - IbIrOroauIeH HHTEPIPETATOp HA TBOPYECTBOTO HA
l'omeB u cbpaeueH HEroB mpusitesl. Mexay aBTOpa W M3IBIHUTENS ChIIECTBYBA
TBOpUYECKa CUMOMO03a, KOSITO € MPE/ICTABIHA B MHOYKECTBO KOHIICPTHU MPOTPaMu Ha
JoBYeB U B peayIa peau3UpPaHH OT HETO ONYCH B 3BYKO3AIMCHATA MY JCHHOCT B
BHP u 3a uyx06uHa.

BTopoTo BmeuariieHHe OT 3amo3HABaHETO C MapTUTypaTa Ha TBopOara e
HEHATa MaHCTOpCKa opkecTpanud. KoMImo3uTtopbsT AEMOHCTpUPA BHPTYO3HO
BJIQJICHUE HA OPKECTPOBHUTE CPENICTBA M OPUTHHAITHO/CBOCOOpPA3HO ycellaHe 3a
3BYKOB KOJIOpUT. BBB Bceku netaiin [omeB € HU3KIIOYWTEHO TPEUU3€H U HE
OCTaBsl MSICTO 32 HUKAKBU BBIIPOCH MO OTHOUIEHWE HAa MHTEpIIPETalUsITa WIH 32
TEXHUYECKU HESCHOTH, KOUTO OMXa MOTJIM J1a BH3HUKHAT MpeJ AUPUTEHTA, COJTUCTA
U opkecTtpanTuTe. Ta3m HEChbMHEHM KadecTBa Ha Parcommsata s HapexaaT cpen
HaW-TOJIEMUTE TBOPYECKU CIOJYKH Ha OBJITAPCKUTE KOMIIO3UTOPU B TIOCIECTHUTE
roauHu. Morar Ja ce HampaBST W3BECTHU aCOLMALIMU MEXIY aBTOPCKUTE HUJIIEU B
OpKecTpaluara U OTACTHU MOMEHTH OT MapTUTypaTa, KOUTO Ca XapaKTepHU 3a
3ByKoBaTa manutpa Ha CTpaBUHCKH, a OJMKaIaTa €HEPrUsi B KOMITO3HIIUATA ChC
CUTYPHOCT OTIIPaBsi MUCHJTa KbM peaulla TBOpOU Ha AJiekcaHabp TaHEB - HETOB

[IperogaBaTci 110 KOMITO3HUIIHA.
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BreuarnsBamara cyOcTaHUIMs Ha KOMIIO3MIMOHHHMS Marepual HaMmHupa B
OpPKECTPOBHUS €3UK Ha [ '0IlIeB M3KIIOYUTENHO CIIOIYWIMBO B3aumoaeicreue. Craa
BBIIPOC 32 MOXBATUTE HA ChUETABAHE HA BCUYKH OPKECTPOBH IPYNHU U U3JIAraHETO
Ha Marepuaiga B pa3nudHd (GakTypHH IUiaHoBe. [lo GOraTcTCTBOTO Ha 3BYKOB
KOJIOPUT Y BII€UATIISABAIIN HIOAHCU, OPKECTPOBUAT €3UK Ha [0IlIEB € ChIIOCTaBUM C
Hal-100py TBOPYECKHM NPUMEPU U Pa3KpUBAa HETOBOTO MPEANOYUTAHUE Ja Ce
M3MOJ3BAaT YHUCTH TeMOpHM B cojla HA €IWHWYHM WU JBE JIBOMKUA MapTHH.
Cmecenute TeMOpH ca MNPEAUMHO B pPaMKUTE Ha €/IHa OT YETUPUTE TPYIIU.
Oce3aeMo B opkecTpanusaTa Ha Panconusara € ouBeTssBaHETO HA METPOPUTMUYHUTE
aKIIeHTH BbB (paKTypara.

bener 3a Bucok npoecuoHaIu3bM € U3KIIOUUTEIHO MPELU3HOTO HACOYBAHE
Ha Marepuaja KbM CBOTBETHUTE HWHCTPYMEHTAJIHM pETUCTPU, KOETO JaBa
BB3MOKHOCT OPKECTBPOBHUAT 3BYK J1a € MHOI'O HrOaHcupaH. KOMITIO3UTOPBT HE ce
M3KyIllaBa Ja OCTaBU (DaKTypHU €JIEMEHTU B OKTABOBU I'PYIH, KOUTO U3CBUPEHU HA
MMaHO, WIM HaIlMCaHU HA HOTEH JIMCT, U3IJIEXKIAT MHOTO €(DEeKTHO, a BIIOCIIECTBUE
Ouxa ce MpeBbpPHAIM B U3IIBIHUTENICKH, @ U B IMPUTEHTCKHU MTPOOJIEM, KOTaTo CTaBa
IyMa 3a T[OCTUraHe Ha 00bp MHCTpyMeHTajeH Oananc. IIpu u3rpaxgaHeTo Ha
KYJIMUHAIIMUTE U TIPU BCUYKU JUHAMUYHM CMAI0BE B ApamMaTyprudyHOTO Pa3BUTHE,
['omieB u3nara cbOTBETHUSI MaTE€pUal BbB BH3MOKHO HAW-TIOAXOSAIINS PETUCTHP
Ha BCEKM HMHCTPYMEHT, HaTpPyNBa B 3BYKOBHUTE IUIACTOBE, WJIM OTHEMA OT TiX,
NacaKHO JBWKEHHE, 3aCsrailo BCUYKUA OpKecTpoBH rpynu. Cpel KOJIOPUTHUTE
HaxOJKH € W3MO0JI3BAHETO HA THIIAHA B TPyIaTa HA YAAPHUTE HUHCTPYMEHTH.

N3KI10YUTENHO HIOAHCUPAHUAT OPKECTHD Ha ﬁopﬂaH I'omies B Paniconusra,
U3IMOJI3BAHETO HA EKCTPEMHO THUXHU JWHAMUKH W MaiCTOpcKOTO OOpaBeHe C
PETUCTPUTE HA WHCTPYMEHTUTE Ca BB3MOXKHO HAM-KAYECTBEHUsS KOMIIOHEHT 3a

OCBIICCTBABAHC HA JOKYMCHTAJICH WJIN CTYIHCH 3aIlrC.
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Panconuara e HammcaHa B KOHTPAacTHO-ChCTaBHA (popma, B KOATO cCe
Ha6JTI01aBa POHI006PA3HOCT HA BTOPH IUIAH. 3a MOAX0a KbM paboTara cu Mopnan
lNomer cniopemu: ,, He cvm mucaun npeosapumenHo Kaxk oa uzepaos gopmama, a
CbM 0€UCmBal UHMYUMUBHO, C 02]1€0 U32apHCOaHe HA OnpeodeneHa Opamamypeusi u
nocmueane Ha muvpceH mun emoyuoHarHocm. Toea bOewesodewjomo’ ETo Kak
MOXe J1a ObJie Ipe/icTaBeHa CTPYKTypaTa Ha My3ukaiHaTa Gopma: A (mpostor) /

B (epBu ermuzon) / C (Bropu enmzon) / b 1 (tpetu emmzon) / D (4eTBbpTH emu3o. -
Tokara + kazaenna) / E (netu enuzon) /al (emusior).

MaJikyu geTailsii OT KOHLIENTYyaJTHUTE pelieHus B Parconusta uMar CBOETO
npoabsokeHre B KoHIepTa 3a murynka u opkecThbp Ha ['ommeB, Ho B JpyT KOHTEKCT.
Cpen cxoicTBata MeXAy JBETE€ CIIOMEHATH MPOU3BEIACHUS Ca: MpPayHOTO
HOCTQJITMYHO Hayaso, yCEIIaHeTo 3a 0oJika OT 3aryba Ha Hewmo MHoro JnyHo. Ho
nokato B KoHiepra 3a nuryika U OpPKECThP TO3M Mpak ce€ pasmuisiBa oOT
OCJICTIUTETHATA CBETJIMHA Ha ONTHMH3MA, B IOCJIEBAILIOTO pa3BuTHe B Pancoausta
HAaTPaYMBOTO YCEIIaHEe 3a MPUMHUPEHHWE W TOTHCHATOCT OCTaBa JO0 Kpas Ha
IPOU3BEJCHUETO, BBIPEKH CTHUXMSITA HA BUPTYO3UTETA B KIABUpHATA MapTUS U
Pa3IBIKEHOCTTA Ha Lis1aTa OpKecTpoBa PakTypa.

B ompenenenn momeHTH/(pparMeHTH/KpaTKU €MU30/IM, COJIOBaTa TPAKTOBKA
Ha MUAHOTO B KOMMO3UIMATa Ha [OmeB MMa HAKOM CXOJCTBA C OMpENETCHU
noaxoau Ha I'epmyun u [locTtakoBUY B TEXHU aBTOPCKU TBOpOM ¢ muaHo. Tosa
BIICUATJICHUE/CHKIIEHUE C€ OTHACS Hail-Bede KbM pa3BUTHETO Ha COJIOBaTa
KajgeHna. B Hed  ce  mosABSABAaT  ONpENENieHM  MaJKUM  JeTailiu,
03HATH/yNOTPEOSBAHN/XapaKTEPUCTUYHN 33 HMMIIPOBU3ALMOHHUTE MOJEIU Ha
nuanrcta Mumdo JIeBreB B HETOBHU JI5Ka30BH TBOpOU. B HUKaKk®B ciydaii o0ade He
MOJKE Jla C€ I'OBOPM 3a MPSAKO BIUAHME. B KpallHa cCMeTKa, TOBA Ca MOMW JIMYHU
BIICUATJICHUS, C KOWTO HE MOra Ja aHraXxXupam BCHYKH TBHIKYBATEId U

M3CJICAOBATCIIM HAa TBOPYCCKATa KOHLCIIIUA W CTUJIIMCTHKA Ha aBTOpa. 3a MeH I10-
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CKOpO (DaKTypHOTO U3paKEHHWE Ha COJIoBaTa MapTHUS OTpa3sBa HATPYMAHUS
M3ITBJIHUTENICKHY OITUTa Ha muaHucTa I omes.

Bneuat/ieHneTo 3a HM3BECTHO CTHJIOBO NpPEeNOKPUBAHEe B MY3MKAJIHHTE
CyOCTaHUMH Ha Ta3d KOMIIO3UIUSI C ONpeesieHHM TBOPOM HAa TOCOYEHUTE
aBTOpH 0T XX Bek, ce MoJAKpensi 0T HAKou GakTu:

v/ KOMIIO3UTOPHTE Ca BUPTYO3H MHAHUCTH;

v\ B TeXHHUS M3MbJIHUTEICKH MaHHEP TPAiHO MPHCHCTBA ,,PANCOANIHOTO”

- ycemiaHe 3a CBOOOJHO pa3BUTHe HAa MY3HKAJHUS MaTepHal,

HMIIPOBU3ANMOHHO HAYaJ0 M TMoJieT Ha (aHTa3usATa B CBOOOJAHH

rpaHuIIN;

v/ 3ByKOBaTa KAPTHHA C€ IOCTHIA ChC CHBPEMEHHH MY3HKAJIHOH3PA3HH

Cpe/ACTBA, HO € BUHATH BbB BPb3Ka ¢ THIIMYHATA XapPAKTEPUCTHYHOCT

Ha (oJKJIOPHHUTE MOAXO0AM B TBOPUYECKO MUCJIEHE.

HauanroTo BcThIUIeHHE Ha Parncomusra csakamr ce pakaa oOT THIIMHATA. ToBa
MHOTO €(DeKTHO Havalo Ha AWHAMUYHATA HIOAHCHPOBKA HM3WCKBA 33IbJDKUTEITHA
peakIus OT CTpaHa Ha JUPUTCHTA IIPH MOATOTOBKATa HAa U3IIBIHUTEICKHS anapar, a
U Ha myOsMkara. BCThIIEHHETO Ha HUCKUA Ipaix € ao0pe na Obae ¢ ejBa
3a0€eJIe)KUM 3BYKOB KOHTYp. OT MosiTa AUPUTEHTCKA MPAKTUKA MPHU U3IIBIHEHUETO
Ha TBOpOarta, OMX Mpernopbyai BUOJOHYENIN U KOHTpabacu ja 3armo4yHaT OT BbpXa
Ha J'bKOBETE C TOYHO TPENHU3UpaH KaTO HATHCK KOHTAaKT CBhC CTPYHHTE.
ITocnenoBaTenHuTe BCTHIUICHUHS Ha MBPBH KJIApUHET M Ha IbpBa (ueiTa ChImo
TpsAOBa Ja ce BIHMINIAT B paKJallara ce Ha4aJlHa MEKa/TOTUIa/KpacuBa 3ByYHOCT U
edeKTHO N1a Ch3JanaT BIEUYATICHUETO, Y€ CSKall ,,u3IUTyBaT OT JABJIOWHUTE Ha
MOJIOKEHUST HavaJieH 3ByK B HUCKHUS TIpaiix. KaMOaHHUSAT 3BBH - B TPETHSI U METUS
TaKT, TpsAOBa Ja ObJe THX, €Ba JAOJOBUM, HO M JOCTAaTHYHO SICEH, 3a Ja BBHBEIE

HCJABYCMHUCIJICHO CIIYHIATC/II B CUMBOJIMKATA HA TpaypHAaTa O6p33HOCT.

24



J1o BCTBHIIBAaHETO HA MMAHOTO - B TakT 12, KoeTo pukcupa Kpasi Ha MPoJiora, €
MPENOPBUYUTEIIHO TUHAMUYHUAT PECYPC HA CBUPEUIUTE HHCTPYMEHTH J1a CE MECTH.
3a 1enTa MUIUKATUTE BbB BTOPU LUTYJIKM U BHOJIU € J00Ope Ja C€ M3IBIHAT
MNPUTITYIIEHO - SUl tasto. Ako mpaiiXbT € T0CTaThUHO TOJISIM, TUPUTEHTHT MOXKE J1a
U3MCKa U3IIBJIHEHUETO UM JIa C€ OCBIIECTBU C JIEKO OapabaHeHe Mo CTPYHHUTE, a He
ype3 abprane. MailcTOpCKOTO ChYeTaBaHE Ha BBIPOCHUTE NMULUKATH - C MEJaTHUS
TOH Ha 3alylIeHUTE BAJIXOPHH - C €/Ba JOJOBHUMOTO/CMBTHO TPEMOJO Ha
TUMIIaHa, Ouxa Ch3JaIU UACATHUS 3BYKOB ()OH, KOMTO IlI€ MPOBOKHpA COJOTO Ha
0004 (1. 9) n perutnkara Ha duieitata, OOCBUpBAIIA MEAATHUS TOH BBPXY TOHA COJI,

J1a IPUOOIIAT 3ByKa CM KbM 00O3HaUeHaTa OT aBTOpa JMHAMUKA D).

B Hauanoro Ha mepBuUs enu3on (TtaktoBe 16 -35), HOCTAITMYHHUST TOH OT
mpoJsiora ce 3ama3Ba. HezaBucuMoO, 4e TEeMaTHYHHUSAT MaTepual € B JyXa Ha
mrorckaTa aquadoHus, TOM 3By4d KaTto CKpbhOHa rcanMoaus. Bmecto xapakrepHaTa
OCTpOTa Ha 3BYKOM3BIMYAHETO, KOETO IMO3HABAME OT HApPOJHOTO NEEHE, B TO3HU
HavajeH sy Ha TBOpOaTa MMame JeJMKaTHO MPUCHCTBHE Ha JiBe (JICUTH U Ha
KJIApUHET B cpelHust peructbp. OT IBPBOCTENIEHHA BA)XHOCT € JIMHAMUYHATa
aMIUTATY/a Jla C€ BbpHE B HavyaJiHaTa (pa3za Ha MUAHUCUMO, CIIE]] PE3KUS aKOpJl BbB
dopte B TakT 13, Bb3BeCTABAI ¢ OpaBYpHH Maca)kKy BKIIOUYBAHETO HAa MUAHOTO. 3a
Ta3W I1eJ1 OTHOBO BHUOJIOHYEIM W KOHTpabacw W KenaTesHO Aa ObIaT MpeeTHO
TYIIMpPAHU U J1a aTaKyBaT TOHA COJI OT roJjisiMa OKTaBa MHOTO JEIUKATHO U, KaKTO

Beue Oe MOCOYEHO, OT BbpXa Ha JIbKa.

OnucanaTa mpoOjeMaThKa OCTaBa B CHJIa CJIe]l PEIIPU3UPAHETO HA €MU30/1a B
takToBe 115-131.

Bropusat enuson (taktoBe 36-114) BrneuaTiisBa ¢ METPOPUTMHUYHOTO CH
0OraTcTBO OT HEPABHOJCIHM pa3Mepu B pa3audHu KoMOuHaIruu. YUeTBBPTHAT

enu3oq (taktoBe 132-205) e ¢ TokaTHa ¢akTypa W € Hai-pa3srbpHATUAT B
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MIpOU3BEAECHUETO. B HEro aBTOpBT €(PEeKTHO M3rpaxaa reHepaaHaTa KyJIMUHALWA,
KOSITO € B TaKa HApEUyeHO ,,371aTHO C€YeHHEe” Ha TBopoOara.

[locoueHute [Ba MLEHTpPaIHU e€Nu3oAa ca u3rpajeHun or [omeB cbe
3a0eeKUTeIHa MHBEHIMSI U KOMIIO3UTOPCKO MalCTOPCTBO, KOETO MpeAroiara
U3IBJIHUTEINTE CaMO Jl1a U3CBUPST KOPEKTHO TEKCTa B YKa3aHOTO METPOHOMHO
TEMIIO M J1a OCUTYPST Ka4YECTBEH aHCaMOJIOB 3BYK.

KinaBupHara naptusi € pa3srbpHaTa BUPTYO3HO M ChC CJI0OKHA PUTMHUKA;
npemjiara 3ByKOBa Npo0JieMATHKAa - OKTABOBHU [BYIJIACH, PAa3MOJI0KEH B
OTAAJIMYEHH PerucTpu; 00rarcrBo0 OT HePaBHOAEJIHH PHUTMH; OKTABOBH
ACaKu, KOUTO NPEMHUHABAT B KJIbCTEPH.

Cren conoBara KajeHIla Ha muaHoTo (TaktoBe 206-234) aBTOPBT M3TpaXkaa
METU €MU30/l, KOUTO € MPOU3BOJEH Ha 4eTBbpTUA. DaKkTypaTa B COJIOBATA MAPTHUS
OTHOBO € TOKaTHa, HO B Hes JIUIICBA OCTpOTaTa M EHEPrusAra, 3aj0’KeHa B
4eTBBpTHs enu3oi. IIpuumHara 3a ToBa ycellaHe €, Y€ BB3MPOU3BEXKIALIUTE CE
PUTMUYHHU MOJIENIU HE Ca B IPyIa OT YETUPH IIECTHANCETUHH, & BEUE Ca B IPYNH OT
CEKCTONMH. TAXHOTO JBMKEHHUE U TUTACTUKA OMEKOTsIBa o01ara akTypHa KapTHUHA.

BbB Bpb3Ka ¢ IpamMaTypruyHOTO U3rpakJaHe Ha TBOpOaTa, TOBa pelIeHUE Ha
aBTOpa € JIOTUYHO KAaKTO IO OTHOIICHHWE Ha IPJIOCTHATa apXUTEKTOHWKA Ha
Panconusita, Taka ¥ B 4UCTO eMollMOHaNeH aH. Crie reHepaiHata KyJIMUHaIUs
cienBa IJIaBEH MPEX0J KbM M3racBalllUTe UMITYJICH Ha enuiora. KpatkusT emuior
(takToBe 249-259) e w3rpajeH BBbPXY MYy3UKaJIHHS MaTepHal OT Ipojora Ha
Pancogusita. OTTyK 10 (hrHana Ha TBOpOaTa, NPEIU3BUKATEICTBO KbM JUPUIECHTA €
KaK 3BYKOBaTa Cpela Jla OCUTYpPH IMOYTH BU3YAIHOTO BB3NPUATHE 3a pas3maj Ha
CHABPKATEIIHOCTTA HAa HavamHus TeMatnu3bM. OT 0coOeHa BaXKHOCT € U3TracBaIUTe
UMITYJICM B THMAHOTO Aa OBbAAT CBHI'BTCTBAHU OT JBJITO H3AbpiKaHa KOpOHA B
nocineaaust TakT. He3aBucuMo ot duakonetute B mpaiixa, epextHoro morendo B

Kpas Ha muecarta TpsiOBa /1a ObJie 3ByKOBa I1€J1, 3alll0TO BUOJOHYEIU U KOHTpabacu

26



ca myoimpaHu oT (paroT, KOETO TOBEYE YILThTHSBA OOIaTa OPKECTPOBa 3BYYHOCT.
JBJITOTO M3aBbpKaHE HAa KOpOHATa IIE JOBEJIE E€CTECTBEHO 10 OTCIa0BaHE Ha
HAIIPE)KEHUETO U 10 CTAaTUYHOCT, KOATO III€ HApPaBU paMKaTa Ha KOMIIO3HULIMATA
MHOTO T0-3a0elekuma 3a ciymarens. ToBa OM My Jano JOCTaThbUuHO BpeMme Ja
U3KMBEE OTHOBO KOHTPACTHUTE U3MEPEHUS B JUHAMUYHATA CKaJla Ha Pa3HOPOIHU
€MOLINH, TIPe3 KOUTO aBTOPHT I'O € MPEBE NPU U3I'BJIIHEHUETO HA TBOpOATa.
Pa3bupa ce, npmkuHAaTa Ha MOCJEIHATa KOpPOHA IIE 3aBUCH Hal-Bede OT
3amacuTe OT BB3AyX Ha ayxauute. HeoOXogumo € AMPUTEHTHT na Cleau 3a
KauecTBEHMs] 3BYK Ha (ueiitara, kinapuHera u ¢arora. Ilpu kakBoTo M nma e
KoJieOaHHe B KaYECTBOTO Ha TEXHUS 3BYK, KOpOHaTa TpsAOBa J1a ObJie 3aKpUTAa.
XyI0KECTBEHUTE KadecTBa Ha KoMIo3uuusAra ,Parncoaus 3a muaHO H
opkecTbp” oT Hopman Tomes ca HechbMHeHH. TS € CEPHO3HO TBOPUYECKO
NOCTH)KEHHE M NPEIU3BUKATEICTBO KATO KIABUPHO U3ITBIHUTEICKO MaNHCTOPCTBO.
Ponsita Ha opkecThpa € OT 0coO€Ha BaXKHOCT 3@ BHYUIEHUETO HA aBTOPCKUTE HJIEH.
TBopOaTra MMa BCHMYKM KauecTBa Jla OCTaHE TPailHO B pereproapa Ha HAIIWUTE
OpKECTpH U Ja ObJe penpe3eHTaTUBHA 3a U3IBIHUTEIN, KOUTO TBHPCAT CBOETO

COJIMCTUYHO PAa3BUTHC U COJIMJIHO CHCHHUYHO ITPCACTABAHC.

2.1.2. Konyepm 3a yuzcynka u opKkecmuvp

KOHIepTHT 3a IUTYIIKa 1 opkecThp Ha Mopaan Iommes e ch3nanen mpes 2013
r. Cnopen MeH, ToBa € €JHAa OT Hal-TOJEMUTE TBOPYECKA CIIOJIYKHM Ha
KOMIIO3UTOpPA JI0 TO3M MOMEHT. B mpou3BeeHneTo cu, aBTOPHT CUHTE3UPa UJICH B
To3u xaHp oT XIX u XX Bek, HO MOAXOIBT KbM paboTaTa BbpXYy MaTepuaja € ¢
OpUTHHAJICH mouepK. Jlpyroro BaXHO JOCTOMHCTBO Ha TBOpOara e, 4e TS €
MO3UIIMOHMpPaHa B ObJIrapckaTa MHTOHAIMOHHA Cpella U TO3U ,,MapKep” s IMpaBu

pas3no3HaBacMa Cpca XULAOUTC 06pa3u1/1, Chb34aACHHN B IIOCICOAHHUTC ACCCTHUIICTHUA.
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[IpaBaT BHeyaTIEHWE HEWHUTE UIACAIHU CTPYKTYPHU MPONOPLUHUH, KAKTO U
TUMUYHUS 33 aBTOPA JIAKOHUYEH MY3UKaJIEH U3Ka3.

B pa6oTtaTa cH Haj IMTYJIKOBHs KOHIepT, Mopnan I'oles ce HacoyBa KbM
MOJIEH, B KOUTO COJIOBUSIT MHCTPYMEHT YECTO € JINJIEP B CUM(POHUYHO pa3rbpHATA
cpena. BrieuarneHunero € 3a HMIEHTUYHO pa3BUTHE, MPUCHIIO HA KOMIIAKTHA
KOHIIEpTHA CUMQOHHMS, B KOATO OPKECTHPHT HE M3MBIHSBA TMOJYMHEHA POJIs, a
JOIBJIBA COJIOBATA MAPTHS B JUAJIOT C HEsl.

B wusrpaxknanHeTro Ha CBOsATa KOHIEPTHA NapTUTypa, [omeB ce omupa Ha
YTBBPJIEHU MOJICNIN 32 APaMaTypruyHo pa3BUTUE Ha My3HuKaliHaTa ¢Gopma, CTaHAIH
MPUCHIIU 3a )KaHpa. BB ¢opmanHaTa Cu KOHUEMIMS aBTOPBT U30Mpa 3a MbPBUTE
JIBe 4aCTH KOHTPAcTHO cbhbcTaBHaTa ¢opma, a 3a (uHaNa - KJacuueckara pOHO
dbopma. B Haxou enuzonute ce 3abens3BaT MOXBATH, KOUTO HAIIOMHST 3a COHATHA
pazpabotka. To3u TBOpYECKH MOJXOJ]] € YEeCTO H3MOJI3BaH B WHCTPYMEHTATHUS
KOHIIEPT.

[To oTHOMIEHHE HA XaPMOHUYHOTO PA3BUTHE CHIIO MOXKEM Ja OTUETEM €AUH
TPaAULIMOHEH NIOAXO/I, TOAHECEH OT aBTOPa C MHTEPECHU XapMOHUYHU PELICHUS, B
KOWTO BEPTUKAIBT HE CE CMEHs TOJIKOBA YECTO, HO 3a CMETKa Ha TOBAa, 4pe3
durypanuu M HarulacTABaHE Ha KOHTPACTEH PHUTHM C€ IMOJydaBa YYBCTBO 3a
HENpPEKbCHATA IMpPOMsHA W JBWXKEHHE Ha wmarepuana. l3nonseanero Ha
oM (OHUYHU TTOXBATU € MIECTETUBO.

OpxkecTtpanusita € Ha BUCOKO MPO(ECUOHATHO HUBO M OCUTYpsiBa A0OpHs
OaJlaHC M B3aMMOJEICTBUE MEXIYy OpPKECTbpa M cojucTta. B opkecTpoBara ThKaH
JIUTICBA BCSIKAKBa MPETHAMEPEHOCT WM MPETPYNBaHE ChC CAMOICTHU €(EeKTH,
KOUTO Jla OTBJIEKAaT BHMMAHHMETO HA CIylIaTeld B IIOCOKAa HM3BbH OCHOBHATA
MY3UKQJIHA JUHUS U ChIbPKATEIIHA UIES.

Kommo3utopbsT wu3rpaxaa nepBaTa 4acT Ha KOHLEpPTA B KOHTPACTHO

cbcTaBHa (opMa, OKATO TO-O0MYAHHO SIBJICHHE € Ta3M 4acT Jia Ce MPEJICTaBsl OT

28



conatHa ¢opma. OTIETHUTE €MU30/11, KOUTO 51 U3TPAXKAAT, CE CIEABAT B JIOTUYHO
pa3BuUTHE, NMOJAUYMHEHO HA TeMaTu3Ma. HsSkom enus3oau ca CTPyKTYpHO CTaOWITHH,
JPYTH C€ OMpeEesaT KaTo CBbP3Ballld 3B€Ha, HO B OOIIM JIMHUM C€ T0Jy4yaBa SCHO
yCEIIaHe 3a TEKYIIO W MPEIUBALIO pa3BUTHE. MeXIy CTPYKTYpHO CTaOHIIHUTE
€MU301 aBTOPHT MOCTaBsI CHHTAKTHYHU 1I€3ypU, KOUTO Ca MHOTO XapaKTEpHH 3a
KbCHOPOMAHTUYHUSI My3UKaJIEH CTUJL.

KonTpactHo chcTaBHaTa opMa ce ChbCTOM OT YETHpH enusoaa. [IspBusT oT
TAX W3MbIHSABA (YHKIMUUTE HAa BCThIUIEHHE. TOW ChAbpXka JBa IMepuojaa KaTto B
OBPBHUSI OT TAX HM3JIOKEHHETO HAa TeMaTh3Ma € TOBEPEHO CaMO Ha OpKecThpa:
M3pOJI3BAT C€ YHCTU TeMOpH, a OPKECTPOBUTE TPYNH CE€ peayBaT B TIXHOTO
OpeacTaBsHE MOYTH 0e3 J1a cU B3auMOJEHCTBAT €Ha C JApyra. ToBa ch3aaBa
aKTUBHO yCyIIaHE 3a MPOMEHHUTE B TeMOPOBHs KOHTpAcT, a JByYKOBaTa cpeia ce
pasrpabliia B NpeAesiHo MpayHa atMocdepa. Hauanoto e moBepeHo Ha COJI0 KOPHET.
be3 na cbM abCOMIOTHO CUTYpEH, TOBa € SAUHCTBEHHST, HJIM MHOTO PSABK CITyJai,
KOraTo MHCTPYMEHTAJICH KOHIEPT 3alo4Ba ¢ MHCTPYMEHTAJIECH MOHOJOT OT APYT
MHCTPYMEHT, JWaMETPAIHO MIPOTUBOMOJIOXKEH KaTo TeMOBPOBH M JUHAMHYHA
XapakTepucTHKa . TeMaTa HMa XapaKTEpPHCTHYHOCT, MOZOOHA HA IIAKOHA, M
ONMUTHUAT chaymareal OW KMaj JIOTMYHO NPENOJIOKEHHE Ja OvyakBa ObIEHIo
BapHallMOHHO pa3BUTHE Ha TeMaTU4HUsA Marepual. Pa3Oupa ce, To ce ciyuBa, HO
HE ¥ 110 JINHUA HA BapUallMOHHOCTTA. TemaTa - ¢ HeifHaTa MOTHBHA Pa3wWICHEHOCT U
penyBaHe Ha TECHM U IIMPOKH MHTEPBAIU ¢ 00eM JI0 rojsiMa CernTuMa, 3apeia
atMocepaTta ¢ HampexeHne W Tparu3bpM. OT M3KIIOYMTETHA BAXXHOCT € TOBA
Hayajgo Ha KopHeTa Ja Oble ¢ (uKcHpaHa MeKa aTaka B IMpeanucaHara p

JAWHaMHKa, HO C U3BCCTHA IINIBTHOCT HA TOHA.

4 YecTOTO M3IIOJI3BAHETO HA COJIOBH ABPBCHU JYXOBU MHCTPYMCHTH € XapaKTCPHO 3a Ha4dajaTa
Ha BTOPUTC YaCTU HA NUT'YJIKOBU KOHLCPTH, Cb3AaJICHU TIPEC3 XIX u XX Bek. To3u moxsar JaBa
BB3MOXHOCT Ha COJIMCTa Aa CHU OTABXHE (1)I/I3I/I‘—IeCKI/I, a Ha CJIyIIaTeiisd — T€M6p0BO, n Ja 1oAroTBH
KOHICHTpaluATa CH 3a Bb3IIPUEMAHEC Ha CIICABAIINA MY3UKAJICH (I)paI‘MeHT.
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My3uKaJHOTO U3JI0)KEHHE HA MATepHa/ia B KOHUEPTAa € ,,aKaAeMHYHO
NpPeJACTABEHO” MO0 OTHOUIEHHE HA O0MYAlHUTEe CTAHJAPTHU W3HCKBAHUA 34
NMPONMOPIHOHATIHOCT MEXKIAY ChbCTABHHUTE 4YeCTH HAa MY3HKaJHaTta ¢opmMma.
TeMaTu3MbT € AIPbK, MOAHECEH C JAKOHMUYHOCT B HErOBOTO H3JIOKECHHE, A
OpPKeCTPaIMsATA JaABA Bb3MOKHOCT HA COJTMCTHUYHATA MaPTHUd Aa 0bJe BoAela
U JOMHHUPAIA B HeilHaTta u3siBa. JIormyHMTEe BPB3KM B XaAPMOHMYHOTO
pa3BUTHE, HE3AaBUCUMO 4Ye €A MPeJACTABEHH ¢ KJIACHYEeCKH CPeACTBA, U3ABABAT
eIuH cnenupuYeH XapMOHUYEH e3UK, XapaKTepPeH 3a TBOPYECKHTE IMOJXOAH
Ha I'omeB BbB Bcuuku kaHpose. KomOuHauusaTa ¢ QOJKIOPHH MOTHBU H
¢dparmenT ¢ MOJMU(POHUYHO pa3BUTHE PA3IIMPABA 3BYKOBATA U TEMATHYHA
KApPTHHA, KOATO 3aMa3Ba CBOETO €IMHCTBO, HE3ABMCHMO OT Pa3HOPOJAHOCTTA

Ha M3rpakKaamurTe s1 €JICMECHTH.

2.1.3. ,,JIyou mnaou’ - 3a Xxop u cum@hoHuueH opKecmvp

HIynn wmimaan® € BOKaJIHO-OPKECTpOoBa TBOpOa 3a TPUIJIACEH CMECEH
MJIAICKKU XOp U CUM(OHHYEH OPKECTHp, HammucaHa mo cruxone Ha [leiio SIBopos.
ABTOPBT criofieNst HHTEpeCHU (DaKTH, CBbP3aHU C HEMHOTO Ch3/1aBaHe:

- ,, Komnosuyusma e nanucana npes 2008 2. no nopvuxka Ha Oupuecenma
Anexcanovp Kyromooicues, npeonaznavena e 3a usnviHeHue om MiaoedcKus Xopoe
konekmug Ha HOeozanaonus ynueepcumem ,,Heogpum Puncku® - Bnazoesepao.
ITvpsonauanno cv30a0ox akaneiHo 60KAIHO NPOU38eoeHuUe U 8 MO3U U0 He208amd
npemuepa ce cvcmosi 8 [fopmmyno, I'epmanus uma 21 oxmomepu 2009 .
Hsnvanenuemo 6e ocvujecmeeno om cmecenusi xop Ha TexHuueckus yHugepcumem
- 8 pamKume Ha cveémecmeH esponeticku npoekm mexcoy FO3Y ,H. Puncku” u
Kameopa ,,l[leoacocuxa” na TV, JlopmmyHo nod pbko8oocmeomo Ha oupuceHma

Patinxapo ®enune - npenooasamen 6 kameopama no My3uKaiHa neda2ocua.
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Ilo-xkwvcno, npesz 2017 2., nanpasux eepcus 3a Xop U CUMPOHUYEH OPpKeCmbp,
KOAMoO He e U3NuIHABAHA U 00 Mmomenma. He npuuucnsisam nuecama Kvm
onpeoenen BOKAIHO-CUM@MOHUYEH UIU KaumameH dcaHp. B ceoama ocHoasa,
meopbama HOCU KOHKPEeMHA C8bP3AHOCH C ObI2apcKus ONKIop, Koemo He 5
NPUYUCTABA KbM HNO3HAmMume KIACUYUCKU dcaHpose. Hezasucumo om Hetlinama
C8bP3AHOCT C (DONKNOpHUME UHMOHAYUU, KOMNOZUYUAMA HOCU apKume cu benesu
Ha aemopcka necer. C o21ed nocmueanemo Ha NPOCMPAHCMBEEH 36VK08 ehexm npu
HeUHOMO U3NBIHEeHUe, USNUCAX CNeYUPUUHO UUCKBAHEe NAPMUAMA HA MIAdexcume
0a 6v0e no3UYUOHUpaHa 8 08ama Kpas Ha cyeHama’ .

AKO 0000mIMM 3aKIIOYEHHUATa Ha M3CIEeA0BATENUTE-IUTEPAaTypOBEIN Ha
SBopoB 1mie oTOenexuM, ye (GyHAAMEHTHT Ha HEroBaTa IOE3Usi C€ OCHOBaBa Ha
0e3yrnpeyHusi My3UKaJIeH PUThM Ha CJIOBECTHOCTTa B cTuXoBeTe My. Hecnydaiino
IO TAX € Ch3[aJ€HAa My3UKa OT Pa3JIMYHUA aBTOPU, KOUTO TBOPAT B PA3HOIOISPHU
KAHPOBE M CTWJIMCTHKA, BKJI. M MONMY3HKa. JIF0OOBTa, KOSTO € OCHOBHA JIMHUS B
JUPUYHUTE CTUXOBE HAa T€HUAIHHS MOET, € BUHArW JIBOWHCTBEHA. Ts € cBeTa,
KU3HEPAJOCTHA, HEXXKHA M YUCTA, HO B HEs BUHArM MMa Jpama, ¢ IpuchliaTa u
JEMOHUYHOCT, TParu4HOCT U U3IENEeNABalld CTPACTH.

»JLyI1 MIIaau € ToeTUYHa TBOpOa OT paHHOTO TBOpUYECTBO Ha SIBopoB. Ts e
0JIM3Ka JI0 CTPYKTypaTa U OpUTrHHATHUS (DOIKIOPEH €3UK, MPUCHIITU HA HApOIHUTE
TekcToBe. [loemaTta ce cbcTom OT 13 cTMXa, B KOUTO IMOBECTBOBAHUETO Pa3KpUBa
cuiara Ha JO0OBTa, CrocoOHA Ja paspylliaBa BCUYKH Tperpaju. 3a CBOsTa
xommo3uims Mopnan Tomes ce cnmpa Ha 8 ot 06mo 13 cruxa. B Tsx e 3anoxena
JUHAMUKAaTa Ha JIpamMaTypruyHOTO Pa3BUTHE B M3TPAXKJAAHETO HA MYy3UKaIHATa
¢dbopma, a TEKCTHT € NPEISTHO JJAKOHUYEH B CBOSITA ChIABPKATCITHOCT.

[luecara e HanrcaHa B XuMOpuHA (popMa, ChUeTaBallla CTPOT'd BapUaIU THUII
COTPaHO OCTHUHATO, MPOCTa JByJeiIHa /cTpoduyHa/ hopMa U MUHUMAIUCTAYHU

noxBatu. [1oj00HO aBTOPCKO pelieHue, Mo OTHOIIeHHE Ha (popMooOpasyBaHeTo, ce
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HaOo/laBa W B MbpBaTa 4YacT Ha HamMcaHaTa Mpe3 ChlllaTa TOAUHA TBOpOA
,,CUM(OHUYHA TaHIIN .

Kakto Moxe na ce ouakBa, mpu paboTa HaJ BOKAJIHO-MHCTPYMEHTAaJHa
TBOpOa, JoruKaTa Ha TeKkcTa ¢ pyHmameHnTa npu GopMooOpa3yBaHETO W OMPEICIIS
U3II0JI3BAaHUTE HU3pa3HU CPEACTBA BbB BOKAJHUTE NApTUU U B OPKECTPALIUATA.
IpaBu BreuatieHne, ye Mopnan T'omeB pasmpenens HEpaBHOMEPHO OTHETHHTE
cTpodu Ha SIBOPOBOTO CTHMXOTBOPEHHE M HWHTEPMEIUUTE Mexay Tax. [IspBute u
HOCIEIHUTE JBE€ CTpo(U ca ChEAMHEHU B 00ma KoHCTpykuus. Ilo To3n HauwmH,
BBIIPEKH Y€ pa3IMYHUTE TEKCTOBE ca OOJEUEHH ChC CXOJIEH HHTOHAIIMOHEH
Marepuai, B obmiata (opMaiHa apXUTEKTOHHMKA c€ HaOI/ro[aBa SICHO HM3pa3eHa
CUMETpHUSL.

OpkecTpoBUTE HHTEPMEIMH Ca C pa3inudyHa AbDKMHA W TEeMaTU4yeH
matepuain. Te ca JBuraren Ha Mpolieca Ha HU3rpaXKAaHE Ha JpaMarTypruyHara
CTpYKTypa 4Ype3 HaTpyliBaHEe Ha 3ByKOBa Maca. | eHepamHaTa KyJIMHUHAIUS € B
camMHsl Kpail Ha JAjla W € JOCTUTHATa MO BIeYarisBan] U e()eKTeH HauuH Oe3
JUHAMMYHU CIIAJI0BE, YpE3 MHOTO MPELU3HO pa3npeeieHie Ha HHCTPYMEHTATHUS
U BOKajgHHs pecypc. IIppBHUAT 151 M KojgaTa ca B TOHAIHOCT pe€ MHHOp, B
OCTUHATEH pUTHbM, 0e3 HHUTO enHa Mopayhanus. HesaBucumo oT cTuxuara Ha
cTpactTta M OopOeHara MOTOpUMKa B IMecaTa, MHUHOpHaTa TOHAJIHOCT U
CyOJOMUHAHTOBHUTE HAKJIOHEHUS Ca BTOPHUS IJIaH, KOUTO OTpa3siBa CTpadaHHsITa OT
NPENnATCTBUATA, IPEJ] KOUTO ca MOCTABEHH JBaMaTa Irepou OT CBOUTE CEMENCTRA.

HauyuHbT, 10 KOMTO Pad0TH aBTOPHT ¢ PA3BUTHETO HA TEMaTHU3MAa H C
U3MEHYHUBOCTTA HAa OpKecTpoBaTra (akTypa € THIHYEH TMO-CKOPO 3a
KOMIIO3UTOPUTE MUHUMAJIMCTH W NOCTUTHATUAT edekT e cxonedH. Ho 3a
pPa3jiiKa OT YeCTO J0CATHOTO MEXAaHUYHO Bb3NMPOU3BEKIAHE HA MEJOAUYHU U
PUTMHYHU MOJEJU NPH MUHUMAJIMCTHTE, B MbPBUA A5 Ha ,,Jlyam muaau”

KUIIKA pa3HooOpa3ue M 0O0HOBsiBaHe, 3am0To0 I'omeB obOorarsiBa (akrypara
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NMoCpeACTBOM HHTEH3MBHO BapupaHe. Taka B KOHIeNTYaJIHO OTHOILIIEHUE TOii e
MHOT0 MO-0J1M30 10 pelleHNs, KOUTO MO3HABaMe OT peauIla TBOPYECKHU OMYyCH
ch31aeHn npe3 XX BeK, 0TKOJKOTO 10 MUHHMAJIH3MA.

Pa3nooOpa3sBaneTo Ha (hakTypaTa BakKM W 3a TPUTE BOKAIHHM TApPTHH HA
HEM'BJIHUSI CMECEH XOp, ChCTAaBEH OT CcOolpaHu, anTd u OaputoHu. Cropen
M3MCKBAHETO HA aBTOpA TilacoBeTe TpsAOBa Aa ObAaT Miaaekku. ToBa o3HadaBa Ja
Obnar ,,JJeku” ¥ TeMOpPOBO Ja ce ,,CIsABaT™, 3a Ja C€ MOCTUTHE T0-CBETJIa 3BYYHOCT
U €CTeCTBEHa XOMOTeHHOCT Ha mnaptuurte. [logoOHa 3BykoBa KapTMHa Ou
YBEJIMYMJIa BB3MOKHOCTUTE 3a TMOCTHTAHETO Ha (DMHM HIOAHCH W TUIACTUYHH,
pa3HOOOpa3HW JIWHAMAYHU AaMIUTMTYAu. [OmeB pasmojara TJIACOBETE BEHB
BB3MOXKHO Haif-yZo0HaTa 3a TSAX TECUTYypa, KOETO OCUTYpsiBA Ha XOPHUCTUTE
KOM(OPT TIpu MYy3UIIUPAHETO M BHUMAHHUETO OCHOBHO MOJKE Jla C€ HACOYH KBM
JIpaMaTypruyHuTe MpoodlieMu Ha (HAKTypHOTO pa3BUTHE M TOJMOTOBKaTa Ha
rJIaBHaTa KyJMHUHAIMS B TBOpOAaTa.

XopoBHUTE TapTHH Tpe3 IPIJIOTO BpPEME C€ MOIIBPKAT OT OPKECTPOBU
UHCTPYMEHTHU, KOUTO ,,00CBUPBAT’ CHOTBETHUTE IJIACOBE B CIEKTHPa Ha TOHOBETE
U WHTCPBAINTE WIA W3MBIHABAT (yHKOMATAa Ha mexal. Kommo3uTopbhT obaue
HUKBJIE HEe qyOnupa OyKBaJIHO pUTMHUKATa Ha XOPOBHUTE riacoBe. B menoanuHara
ThKaH Ha BOKAJIHUTE MAPTUH MPe00iiajaBa CEKYHIOBUAT CTPOEIK, a TaM KBIAETO UMa
CKOKOBE T€ Ca B MHTEPBAJIMKa, KOSTO HE TH 3aTpyaHsBa. KaTo M3KIIOYUM BTOPHUST
OaBeH akarelieH IS, Isj1aTa mMeca OT BCTBHIUICHHETO JI0 KojaTa ce pasrphblia Ha
0a3aTa Ha TOHWYECKH OPTEIMYHKT BBPXY TOHA pe. OpreamyHKTHT € MOBEpPEH Ha
THMIIaH, KOHTO MMHUTUpa ThiaH. JlroGomuTen (axt e, ye Mopaan 'omes n3mnonssa
ThIIaHA B ChCTaBa Ha yJAapHUTE B JIPYTH CBOW IMPOW3BEICHUS, BKIIOUUTEITHO U B
,LPancoaua 3a muaHo u opkectep. Ho Tyk, B kommnozunwmsta ,Jlynun mmanu®,
U3TpajicHa M3IJI0 BBPXY aBTOPCKU (DONKIOPEH MaTepHall, TOM HW3HEHAJBAIIO Ce

OTKa3Ba OT TO3U eMOJeMaTH4YeH HapoJeH MHCTpyMeHT. M BeposiTHaTa mpuyuHa €
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TOYHO B KEJIAHUETO MY OCTUHATHUSIT PUTHM Jla € C TOUHO OIpe/esicHa BUCOYMHA
Ha TOHA W JIa M3ITBIHABA OIle eHa (YYHKIHS - Ha MyJICHPAIIO ,,AcO”.

»Jlyam miaaamn” e TBOp0a, KOATO YCIENIHO ce BIIUCBA B MJIA/IEKKHUS XOPOB
peneproap. Tsi e mpeacraBuTeslHAa 32 CbBPEMEHHATA HU KOMIIO3UTOPCKA
HIKOJA W Mpefjara mno-HeoOn4yaeH/cneuvpuyeH HAYMH HAa TBOPYECKO
mucaene. B nest asTopsT Hopaan Iomes mocTura cBouTe XyA05KeCTBEHH HeIH
¢ BHCOK NpodeCMOHAJN3BM U OPUTHHAJIEH XYA0KeCTBEHO-TBOPYECKHU MOAXO/I.
Cbabp:xkaHMETO HA Ta3H KOMIIO3MIMS YCHENIHO MOKe 1a Ob/e 3aIUMTeHO U OT
JABeTe TBOPYECKH BEPCHM, B KONTO CHIIECTBYBA: KAaTO aKalmeJHAa TBOpP0a MU

KOMIIO3UIIMS 32 XOP U OPKeCThbP.

2.2. [IpousBeaeHus 3a KaMepeH U CTPYHEH OPKeCTbp
2.2.1. ,,bypnecka” - 3a CTpyHEH OPKECTBHP

2.2.2. ,,Concerto grosso 3a kaMmepeH OpKeCThp”

2.2.1. ,Bbypnecka” - 3a cmpyHeHn opKkecmvp

bypneckara 3a cTtpyHeH opkecTwsp € cb3aaneHa npe3 2002 r. M3nbiHena e
npe3 HoemBpu 2003 1. B ['abpoBo ot ["abpoBcKkus KaMepeH OpKeCTHP.

[laponudara, karo cneuuduueH KaHp, BB3HUKBA B JPEBHOrpHLKATa
autepatypa U Bede 2500 roaMHM TpaliHO NPUCHCTBA BbB BCUYKHM M3KycTBa. [lo
BpemeTo Ha Penecanca B Utanus, mapoauitHuTe TBOpOU ce 0003HaYaBaT ¢ TEPMUHA
,OYpJECKO”, KaTo KOpPEeHBT € OT JyMmara OypJjia, KOeTOo OyKBaJHO O3HadaBa
TIOJUrpaBKa.’

B naganoro na XVIII Bex TepMuHsbT ,,0ypiiecka” ce pa3mpocTpaHsBa B Is1a
EBpona u ¢ Hero ce o0Oo3HayaBar rpoteckHu TBOpOU. Cpen HaW-U3BECTHUTE

npousBeneHus ot To3u mnepuon ca Crourtara ,JloH Kuxor* or Tememan u

> https://bg.melayukini.net/wiki/Burlesque
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Cumdonusita ot Jleomong Monapr. Bp3HMKBaHETO Ha KOMUYHAaTa omepa Ipe3
XVIIl Bek u Ha omeperata npe3 XIX Bek TpallHO ce CBBpP3BAT C KaHpa Ha
Ooypneckara. C mosiara npe3 1890 r. Ha ,byprecka 3a nmuaHo u OpKecTbp” OT
Puxapn Illpayc, kaHpbT 3aeMa HOBM KOHLEPTHU TEPUTOPUH, CBBP3aHU C
U3IIBIIHATEIICKATa HHCTPYMEHTaIHA BUPTYO03HOCT. IIpe3 XX Bek TakuBa TBOpOU ce
OTKpMBAaT B TBOPUYECTBOTO Ha peauua komnosuropu:Maiep, baprok, CTtpaBUHCKH,
[ocrakoBrny, Mecnen u np. To3m BHA KaHP HaMHpa CBOETO IIMPOKO
KOMOMHHMpaHe B CHM(OHUYHOTO, ONIEPHO, 02JIETHO U JAP. TBOPYECTBO, OCBEH B
HHCTPYMEHTAJIHATA MY3HMKA, B KOATO HAH-4ecTO OypJecKara e mpeacraBeHa
KAaTO CAaMOCTOSITE/IHA TBOpOA.

B Owarapckarta mysuka, OyprieckaTa KaTo >KaHp ce€ IMOsBSBA 3a MPHB IbT B
paHHOTO TBOpuecTBO Ha [landyo Bnaaurepos, koiito mpe3 1922 r. cp3naBa cBosita
»DypJlecKa 3a Luryjka W IuaHo*. BmocineactBue KOMIO3UTOPBT OpPKECTpHUpa
ChIllaTa MHECA 3a IUTYJIKa U OpKecThbp. B Ta3m TBopOa, mapoauiiHOTO Hayayio €
MIPEACTABEHO ITO-CKOPO CHMBOJIMYHO. J[OKaTo 4pe3 Apyra CBOSI KOMITOZHMIMSA -
,»XyMOpecKa”, U3IbJIHEHA C APBK XyMOp M CBETJIO HACTPOEHHWE, TOW ycCHsBa Ja
MOCTUTHE U3KITIOYUTEIHA TBOPUYECKA MOMYJISIPHOCT.

B TBOpueckure onmycu Ha IlapamkeB XamxueB Hamupame ,byprecka 3a
Tpomner u nuaHo”. JlroOomup IlunkoB BKIOYBA MUHHUATIOpAaTa 3a IHAHO
,»Dypiecka” B KJIABUPHHS LUKBI ,lIposneTHn npuymuny’”. bans3o 10 TO3M KaHp ca
u ,bykomuku” (,,Tpakuiicku cuenu”) ot Koncrantun WMinueB, a KiaBUpHaTa
,bypnecka” or Kpacumup TackoB € OT Hali-HOBO BpeME.

Cpen ronemuTe CHoOiaykd B Obirapckata CUM(OHHYHA MY3HKa MOXKEM Jia
orkpouMm Cumponus No 4 | Bypnecka” 3a myxoB opkectsp Ha XKyn JleBu. Ts e
3aBbpiieHa npe3 1984 r. B mepBuTe nBe yacTu, TBOpOara ce pasrpblla B
CBHBBPIICHO Jpyra IHOCOKa U C HeoOM4YailHa CEpUO3HOCT B CBOMTE OOpa3HO-

TEMATUYHHU IIOCJIaHHUA KbM CIIYHIATCINUTE. KeM TaX KOMIIO3UTOPBT HpI/I6aB$I
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(¢UHAIHO POHAO KAaTO B €IUH OT EMU30AMTE Mapoaupa WM3BECTHHS ILIarep Ha
nomysipaara nesumna Jlumu MBanosa ,,Ilanaupu” (my3. Tondo Pyces, Tekct Jamsia
JlamstHOB). VBKITIOYHMTENHO CIIONYYIUBHST ,,BUIl’ CE IOMBJIBA W OT (hakTa, ue
OKapuKaTypeHaTa MEJIOAMs c€ CBUPU BHB (OPTUCHUMO OT JiBa TPOMIIETA - 3aKayka
kbM ToH4O PyceB, KOWTO IBJITM TOAWHU € TPOMIIETUCT B €CTPAIHUS OPKECTBP Ha
,,DaJIKQHTOH .

He3aBucuMo OT royiiMOTO KOJIMYECTBO UCTOPUUECKH U CbBPEMEHHHU 00pa3Lu
10 OTHOIIEHWE Ha JKaHpa Oypiecka, KOMIO3MTOpbT Mopman I'omreB m3rpaxkia
OpUTMHAJIHA KOHUENKS 3a CBOsITa TBOPOA. B cpaBHUTETHO KPaTKOTO i pa3BUTHE —
B PaMKHUTE Ha 7 MUHYTH, TOW 3ajara KakTO Ha KOHTPAacCTHHU €MH30/I4 U pedpeHHa
CEeKIMs, Taka W Ha E€IWHEH IOTOK Ha pa3BUTHE HA MY3UKAIHUSA MaTepHall.
He3aBucuMo OT orpaHuyeHusi JUHAMUYEH PECypC Ha CTPYHHHS OPKECTBpP, TOU
U3rpaXKaa MHOKECTBO €(EKTHU KyJIMHUHAIUH, KOUTO MOXKEM Jla ONPHJINYUM Ha
HEIpEeKbCHATa CleABalll ce MPWIMBHU BbIHU. Kojgata Ha TBOpOaTra mpoBOKHpa
BHOOpPaKEHUETO Ha CIyIIATeNs B MOCOKA KbM (paHTACTUYHA OOPa3HOCT, KOSATO Ce
NOSIBIBA CBC CBOSITA XAapAaKTEPUCTHMYHA 3BYKOBA IPUYYJJIMBOCT, a IIOCIE
3araJJlb4HOTO CE CTOMSBA B O€3Kpas Ha mocieBajiaTa THILHHA.

Bypneckara e HanncaHna BbB (hopMarta Ha pOHJIO C U30CTPEHA KOHTPACTHOCT B
MOCJIeIOBATEIHOCTTA Ha EMU30IUTe, KOUTO ro u3rpaxaar: A/ B/al /C/al/a2/
Bl -c¢ pynkuus na Kona.

Ilnecara € aToOHAJHA C NPEIHAMEPEHO TBPCEHH CB3BY4YUS B CEKYHIOB
CTPOEX, YHMATO OCTpOTa MPOBOKUpPa Huies 3a (DOJKIOpHA MNPUHAIIEKHOCT KbM
ObJrapckaTa My3uKa, Ha KOSITO, B M3BECTEH CMHUCHJ, CE€ pa3uuTa Jla BHYUIU
MapOJAMHHO HAYAJIO.

bypneckata nHa ['omeB e apTucThyHa 3aaBKa M KbM H3IIBJIHUTEICKHS
anapar. B MoMeHTa, B KOMTO MHCTPYMEHTAJIUCTUTE OTBOPST HOTUTE, T€ BEIHAra

ocTtaBaT C U3MAaMHOTO BIICYHATJICHHUE, Y€ IIHCCATa € 6€3HpO6H€MHa B TEXHHUYECKO
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oTHolieHue. B mporeca Ha paboraTa, obaue, ce OKa3Ba, Y€ Ta3W HEMPETCHIIMO3HA
Ha MPBHB NorJie TBOpOa U3UCKBA 3HAUUTEIHHU YCUJIHS, 3a J1a C€ MOCTUTHE JIEKOTa U
BUPTYO3UTET, O€3 KOUTO €JICTAaHTHUSAT ,,BUII” HA aBTOPa MOKE J1a XUTIePTpopupa B
eJIeMEHTApEH JeOeTalIKi XyMOop.

OcHoOBaBaiiku ce Ha MOsI TUPUTEHTCKU OIMUT, CMSATaM Y€ TOBa MIPOU3BEICHUE
€ U3KIIFOUYUTEITHO TIOIXOIAII0 32 MAIBK CTPYHEH OPKECTPOB ChCTaB BHB (popmar ot
5 ObpBU LUTYJIKH, 4 BTOpU LUTYJKH, 3-4 BuOJIH, 2-3 BUONOHYENH U 1 kKoHTpabac. C
TaKbB M3IBJIHUTEIICKH amapar - 4eCTO CpellaH U JSHCTBEeH, MO-JIECHO OM MOTJIO /1a
Ce MOCTHUTHE JIEKOTa, MPO3PAYHOCT U BB3AYIIHOCT HA HAKOU OCHOBHHU (DaKTypHU
mactoBe. TakaBa opmariusi mo-Jeko Iie Ipeoaosiee TPYIHOCTTa, KOSITO TEMIIOTO
Ha TBopOata mpeiara. HEeBb3MOXKHO € /1a ce TOBOPH 3a KaKbBTO U J]a € KOMIIPOMHUC
M0 OTHOIICHHE IOCTHTaHETO Ha OPUTMHAIHOTO TEMIIO, KOETO € 3aJI0KCHOB
aBTOpCKaTa MapTUTypa. EBEHTyalHH OTKJIOHEHHS OT YKa3aHOTO/TIPENNUCAHOTO
TEMIIO ca Bh3MOYKHO JOIMyCTUMHU, HO CaMO B paMKHTE Ha 3ala3BaHe 00pa3HOCTTa Ha
My3HUKaTa.

B®B Bcnuku pedpeHn e mpenopbuMTeTHO HHCTPYMEHTAIUCTUTE 1A CBUPST B
cpemata Ha JbKa, 3a Ja Ce MOCTUTHE CIIOMEHATa Beue XapakTepHaTa JIeKoTa U
npo3pavyHOCT BBB (Qakrtypara. lllectHaiicTuHOBHTE Tacaxxu B TakToBe 48-9, e
npenopbuuTesHo 1a ca B mpux Sautille (coruiie). OcTuHaTHaTa Bepura BbB BHOJIH
u Bruosionyenu (TaktoBe 123-142), KosATO criope/ M3UCKBAHETO HAa aBTOpPa CE CBUPH
ChC COPJMHHU, MOXKE JOMBJIHUTEIHO Jla C€ OIBETH ChC 3ByKou3Biauuane flautato.
Cnopen Bkyca u (haHTa3usiTa Ha UMBIHUTEINS, TO3H JIETAlJ € Bb3MOXKEH Aa Obae
M3MBJIHECH C KOMOMHUpaH MaHWep Ha 3BykomsnudaHe Mmexnay flautato u sul
ponticello. EdexkTbT ce moctura Karo KOHTAKTHOTO MSICTO Ha JIbKa OCTaBa B
6mm3ocCT 1o Tpuda, a MPHhCTUTE Ha JIsIBaTa pbKa HE HATUCKAT, a CaMo JIEKO JOKOCBaT

CTpyHHUTE, TOJA00HO Ha cBUpeHEe Ha (rmaxkoneru. [Ipu Tasm xKoMOMHAIUS 3BYKBHT
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3amasBa cBosita Mekota kato npu flautato, Ho ceIeBpeMeHHO € CBEeThII, BB3IyIICH

U mpo3padeH kato mpu Sul ponicelo.

2.2.2. Concerto grosso ,,CivHuesu omonacouyu’” - 3a Kamepen opKecmvp

Omie ot mosiBIBaHeTo cu mpe3 1698 r., TBopOouTe Ha [[oBanu JlopeHiio
I'peropu n Anecanapo Ctpazaena opopMsT CBETCKU U IIbPKOBHU CTaHAAPTHU 3a TO3U
HOB JKaHp, HapeyeH ,,Concerto grosso”, aapecupad MPEAUMHO KbM CTPYHHHUTE
uHcTtpyMeHTu. [luerpo Jlokarenu nobGaBs BHOJA KbM COJMPALTUTE ABE IUTYJIKUA U
BHONOHYeno, a Moxan Cebactuan bax B Illecte BpanmepOyprcku KoHuEpTa -
Ch3/IaJICHM Ha OCHOBaTa Ha KOHUYEPTO TIPOCO, EKCIIEPUMEHTHpPA C pa3IMyHU
uHCTpyMeHTanHu (opMartu. JloGassiHero ot M. C. Bax Ha JBpBEHH AYXOBH M
MEIHH HMHCTPYMEHTH, OTKa3a OT Y4YacTHETO HAa IUIYJIKH °, BKIIOYBAHETO Ha
qyeM6alo ¢ KOHLIEPTHO pAa3BHTA [ApPTUi’ U pa3feissHeT0 Ha CTPYHHHTE
MHCTPYMEHTH HA TPH PAaBHOCTOMHH TPYIH® ca 3apOAHila, OT KOHTO mpe3 XX Bek
aHPBHT OTHOBO BB3KPHCBA U Tpacupa MbTs 3a HETOBOTO PaJMKaIHO OOHOBSIBAHE.
Heoxnacuiure npe3 mbpBara mojioBUHAa Ha XX BEK M3XO0XKAAT MPEAH BCUYKO OT
KOHIIeNIMATa Ha bax 3a ’kaHpa W TOBa € BUIHO B TBOPYECTBOTO Ha MapTuny,
Xunpaemut, baptok, CTpaBUHCKH U Ap. KOMIO3UTOPHU.

B TBOopOUTE Ha OBATAPCKUTE KOMIIO3UTOPHU TO3H KaHP MPUCHCTBA TPANHO U €
CBBp3aH CbhC Ch3/IaBaHETO Ha KamepHus aHcaMOba ,,Codwuiicku comuctu’”. To3u
ChCTaB € TSCHO CBBP3aH C MOIMYJSIpU3UPAHE HA OpPKECTpoBaTa 0ApOKOBA MYy3UKaA Y
Hac, W Ta3u - OT IbpBaTa nosioBuHa Ha XX Bek. [losBsiBaHETO U aKTUBUTETA HA
JNeMHOCTTa Ha aHCaMObJia € BaXKEH TBOPYECKHU CTUMYJI, KOMTO /1aBa TJAChK 3a HOBU

KOMIIO3UTOPCKHA OmycH. Hal-rossiMa akTUBHOCT ITOKa3BaT ydeHUuuTe Ha IlaHuo

°B Illecrus BpannenOyprcku KOHIEpT
" B Ierust bpannenOyprcku KoHIEpT
!B Tpetust BpanneHOyprcku KOHIEPT
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Bnagurepos, Becenun CtositHoB, Mapus ['onemunoB u lumutsp HeHoB, KouTo My
MOBEPSBAT U3MBJIHEHUETO HA CBOM TBOPOH.

[ITbpBUTE HAlIM KOMITIO3UTOPH, KOUTO MPOSIBSABAT JIFOOOMUTCTBO KbM KaHpa
ca Jlazap Hukomnos® u Koncrantun Mnues™. B mocienctsue, Mapus T'onemuHos™
n Teopru Tyres' ch3naBar oOpasiy, KOUTO 3alOYBAT KOHIEPTEH JKUBOT H3BBH
bearapus. TpsaOBa cnenmanHo 1a ce oroenexar npuHocure Ha Jlazap Hukosnos u
Mapun [ o1eMHHOB, KOUTO BB3KpecsBaT KoHUenuusaTa Ha Apkankeno Kopenu 3a
concerto grosso. Kem Tazu koHUENus N0-KbCHO CE IMIPUChEeNNHIBA U KOHCTaHTHH
Nnues, xonto npe3 1968 r. nanucea ,,Konuepr 3a 13 cTpyHHM U CTpYHEH KBAapTET .
OcBeH kaMmepHUAT aHCaMOBJI ,,COPUICKN COTUCTU, PHKOBOJEH OT KOMIIO3UTOpA
u nupureHT Bacun Kazanmxkues, TpsOBa na ce oTOenexxu W 3aciyrara Ha
JIETCHIApHUS KBApTET ,,/IMMOB”, KOMUTO CHIIO BIABXHOBSIBA MHOTO KOMIIO3UTOPH OT
BTOPOTO TBOPYECKO MOKOJICHHE A [HUIIAT IPOM3BEICHNS 3a JBATA ChCTABA .

Hopnan Tomes cb3naBa cBoeto ,,KOHUEpPTO Ipoco 3a KaMepeH OpKecThp”
npe3 2013 r. CryauitHusat 3amuc Ha TBopbOarta e peanmsupan Ha 21.01.2021 r. ot
CuMdoHnYHUS OpKEeCThp Ha BhIrapckoTo HalMOHAIHO Paauo U JupureHta Mapk
Kamun.

PenakuusitTa M NOATOTOBKATA HAa OCHOBHUSI HOTEH MaTepuaa 3a
3ByKo3anmuca Mu 0e mosepeHa or aBTropa. KbM moao0HM AelCTBHS 4eCcTO ce
NPUCTBHNBA, MNpPeABU] HWHIMBUAYAJIHMTE M3NBJIHUTEJCKH KadyecTBa Ha

OPKECTPAHTHUTEC H ClIeIII/I(l)I/IKaTa Ha OPKECTPOBOTO CBHPEHE Ha CbhCTaBa.

® Konuepr 3a crpyHeH opkecTsp (1949)

19 Konuepro rpoco 3a crpyHeH opkectsp, muaHo u yaapau (1950, Tempi Concertati Nel 3a 13
CTPYHHH UJTU CTPYHEH KBAapTET U CTpYHEH opKecThp (1968);

! Konmepr 3a crpyHen kBaprer u crpyHes opkectsp (1963);

12 “Metamopdo3u” - 3a 13 crpynnu (1966; 1967, Musica Concertante - 3a cTpyHHH, (preiiTa,
nuano (uembano) u ynapuu (1968 r.);

B Konrept 3a kBapreT u crpyHeH opkectwsp (1968) na Mapun [N'onemunoB u Tempi Concertati
Nel 3a 13 crpynHu u cTpyHeH kBapTeT (1968) ca HamucaHu crieMAIHO 3a KBapTeT ,,JIluMoOB* 1
Kamepnus ancam6b1 ,,Copuiicku conuctu
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HanpaBennTe KOpeKIUM @0 OTHOIIEHHE HA IIPUXUTE W MAPKHPAaHATA
AOMbJIHUTETHO (pa3sHPOBKA €CTECTBEHO C€a MOJYYMJIH CBOETO OH00OpeHHe OT
KOMIo3uTOpa. Te He MPOMEHSAT HEroOBUsl MbPBOHAYAJIEH TBOPYECKH 3aMHUCHJI,
a CbAelCTBAT 3a olle MO-roJissMa peledHOCT U SAPKOCT HA MeJIOAUYHUTE
JINHUHU 1 32 MAKCUMAJIHO Bb3MOKHUSI KOHTPACT KATO U3PA3UTETHOCT.

B camoTro Hauano Ha KOMIIO3MIIMATA, aBTOPHT 3ararBa 3a JHAJIOT,
MIPOTUBOIIOCTABSIHE M ChCTE3aHUE HA COJIOBUTE JyXOBU MHCTPYMEHTH M Ilpaiixa,
KOETO Ca XapakTEepHH €JIEMEHTH, W3I0JI3BaHM OIll€ B 3apOAMINA Ha KaHpa OT
Kopemu. Ot gpyra ctpaHa, uMa onpeAeneHo CXOACTBO U ¢ baxoBara KOHIENuus,
KosiTo mpu ['omeB ce mposiBiBa B n300pa Ha creuupuyeH HHCTPYMEHTAPUYM,
BKJIFOUBAII cOJI0 (hiieiiTa, 000ii, KitapuHeT, ¢paroT U BaJAXOpHA.

B T03M cMHCBJ, MOAXOABT HA KOMIIO3UTOPA € IBJOOKO CBBP3aH ¢
TPAAUIUATE, KOUTO Ipe3 BeKOBeTe €a YTBbPAWJIM NMOJOOHH NMOXBATH KATO
OCHOBHU TpPaJMBHU e€JeMEHTH Ha ChbIbPXKATEJIHOCTTA. JlMpureHTrckara
HHTEPIpPeTAls HA Ta3d TBOPOA MoKe CIIOKOIHO 1A ce 0a3upa HA YCTOWYHUBH
MY3HKAJHH XAPAKTEPUCTHKH M YTBbPAECHN KOHUENIUHM HA HM3IMbJIHUTEJICKH
MO/IeJIM, KOETO € B MHTepeC HA HeMHATA CUeHUYHA u30MpaemMocCT.

ConoBute mapTuM ca pPa3BUTH BUPTYO3HO, KAaTO CH B3aMMOJICHCTBAT BbHB
(GakTypHOTO pa3BUTHE, NPEICTABEHH TMPEIUMHO B YHUCOH WIJIA B TAXHOTO
JBYTJIACHO W3JI0)KEHHE. BBB (parMeHTUTE C BEpPTUKAJIEH aKOPIOB CTPOECK,
CBhCTaBBT HA akopauTe ce aybnupa u B mipaiixa. [lo To3M HaYMH KOMIIO3UTOPHT
M305iTBa HEMPUSITHOTO JebajaHCUpaHE MO BEPTHUKAI, KOETO € TUIUYHO MpH
pa3/aBaHe Ha TOHOBE OT aKopJia Ha Pa3HOPOAHU TYyXOBH MHCTpyMeHTH. OcOOEHO
KOTraTo TOMaaaT B PETUCTPH, B KOUTO TeMObpa U JUHAMUKATA TPYAHO MOTAT Ja Ce
KOPUTHUPAT OT U3MI'BIHUTEIUTE TaKa, Y€ aKOPbT Ja 3ByUYd XOMOTE€HHO.

HeszaBucuMo OT mpuabpkKaHETO HA JBETE TJIEAHUM TOYKM 3a KaHpa Ha

0apokoBOTO CONCErto grosso - mo OTHolleHWe Ha ¢opMara U Ha OOILIOTO
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IpaMaTyprudHo H3rpaxane, Mopman T'omes 3asBsBa TBOPYECKO CXOICTBO IO
OTHOIIICHUE HA U3TPaXJAaHETO HAa My3HKajgHata (GopMa U C KOHIIENIHUATA Ha
CrpaBuHCcKkU. Pa3BUTHETO Ha My3UKaJIHMsS MaTepuall € MPEJCTABEHO U TYK B
nmo3HaTaTta coHaTtHa opma, Ha KoATO ce oOisira u CTpaBUHCKU B MbpBaTa yacT Ha
cBosi ,,KoHuepr 3a cTpyHeH opkecTbp’. JIakOHU3MBT, MpOIECyaTHOCTTa U
JTUHAMUYHUTE U3TPAKIAHUS CHILO Ca MHOTO OJIU3KHU KaToO JIEUCTBEHH KOHIEIIUHU B
HEroBaTa KOMIO3UIIUSL.

IMoaxoasT Ha T'omieB NMpH Cb3IaBaHETO HA Ta3W TBOPOa, NMpeacTraBs
Konuepto rpoco ,,CabHueBH 0TOJNSACHHU’ KaTo cbOUparTesaHa (opMa Ha
HErOBH PA3HOPOJAHM KOMIIO3UTOPCKU H/eH, HAMEPHUJIM CBOETO TBOPYECKO
NpeBbILIOIIEHHE B ABTOPCKATA MY3HMKa.

CrpykTypara Ha coHaTHata (opma, B KOATO € HamMcaHa TBopOara e
TpaAUuLIMOHHA:

v eKCHO3MIHOHEH s - IbpPBa TeMa, BTOpa TeMa, 3aKII0UCHHE;

v’ paspa6orka - HayajHa (a3a, MHTeH3UBHA (ha3a, 30HA Ha reHepasHaTa
KyJIMUHALMS, KaJICHIIA,

v/ pemnpu3sa - IbpBa TEMa, BTOpa TeMa, KOJa.

XapaktepHuTe OCOOCHOCTM Ha My3WKanmHaTa (opma, CBBpP3aHH C
IpamMaTypruyHara KOHUEMIHS 32 TEeMaTUYHO PAa3BUTHE B Ta3W KOMIIO3UIUS, ca
CJICAHUTE E€JIEMEHTHU

® CHJIHA HEYCTOMYMBOCT, AWHAMHYHA NPOLIECYATHOCT M HWHTEH3UTET B

30HATa HA JIBETE TEMU

e [I0sSBa Ha HOB TEMaTH4Y€H MaTepuall B pazpadoTKara, B Kpas Ha KOSTO €

reHepajHaTa KyJIMUHaIMs Ha TBopOaTa

e agHcaMmOJIOBa KaJICHIIA Ha coJMpamuTe ¢ueiTa, 000l U KIaApUHET, KOSTO

uMa (PyHKIIMS Ha TTOJATOTOBKA 3a pernpu3a

® JIMIICA Ha SIPKO M3Pa3eH KOHTPACT MEXK]ly IbpBa U BTOpa TeMa
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e conHaTHa (hopMa, B KOATO MOPAJIU MOSIBaTa HA HOB TEMAaTHYCH MaTeprall B
pa3paboTkaTa u OyKBajHaTa pemnpu3a ce MPOEKTUpPA CIOXKHA TPHUICIHA

dbopma Ha BTOPH IJIaH.

be3 na umaMm npereHuusi 4a ce HAaMeCBaM B TBOPYECKHMTEe HAMEPEHUsSI U
pelieHusT HA KOMIIO3UTOpa, a3 OMX Hacoyms 3a wu3nmbjaHeHnue Concerto
grosso,,CiabH4YeBH OTOJACHIU MO-CKOPO KbM Pa3slIMPEeH OPKEeCTPOB ChCTaB: 7
'bPBU HUTYJKH, 6 BTOPH IUTYJIKH, S BHOJH, 4 BHOJIOHYEIH U 3 KOHTpadaca.
CMsTam, 4e Taka MoOKe Ja ce NMOCTHUIHe Olle MO-BHYUIUTEJeH NAHUHAMUYEH
peied B jpaMaTypru4yHoro passutue. E¢pekTHNTEe KOHTPACTH U KYJIMHHALMH
Ouxa npuaoONJIM MakcuMajieH OJIICbK M BHYIIEHHE ¢ OTPOMHUSl eHeprueH
3apsij, KOMTO € BJIOKEH B TAXHATA ChAbPKATEJIHOCT.

B 3akiaoueHue HCKaM [a CHOJeJsl CBOSI 3BYKO3allMCeH ONHUT €
Npou3BeeHHUsl, B KOUTO NMPeod/1aiaBa KOHCTAHTHO TEMII0, KATO pa3rjieJaHara
B cJaydyasa TBop0a Ha Kommo3utopa. Bce moBeue mnpoaymeHTH U
3BYKOPEKHCHOPM HajgaraT B Ppa0OTHUSI MNpouec ¢ TOAOOHM THeCcH
M3I0JI3BAHETO HA KJIHUK. [IbpPBUAT MM apryMeHT 3a Ta3H CIIOPHA TEXHOJIOTHUS €,
Yye TOBA CIECTSIBa U3JIMIIHM YCUJIMS U BpeMe Ha My3UKaHTuTe. BropusT e, 4ye
NPH MOHTAK BCUYKHU AY0JH ca B nep(pekTHO yeAHAKBEeHO TeMIio. To3u Meron
HAMCTHHA Cb3aBa TOPeONHCAHWTE YA00CTBA, HO ,,CKOBAaBa” MY3HMKAJIHOTO
pa3BuTHe W JHMIIABATA WHTEPNPETANUATA OT €eMOIHMOHAJIEH 3apsil H
CNOHTAHHOCT. C KUK He € Bb3MOKHO /1a ce MOCTUTHe e(peKTHA aroruKka m aa
ce ¢pasupa ¢ ecrectBeHo rubate. A ,,u30poeHOTO BpemMerpaeHe” Ha
reHepajHUuTe NMay3u OM YHUIIOKUJIO0 Bb3/1eliCTBUETO HA KOHKPETHUTE €MOIUH,
KOMTO BJIAJEAT IMPUICeHTA U MHCTPYMEHTAJMCTUTE B ChIIECTBEHH MOMEHTH
0T pa3BUTHETO HA MY3HKAJHOTO NoBecTBOBaHWe. My3mkara TpsiOBa na ce

npecb3jaaBa B HeliHATA eCTeCTBEHA JIOTMKA Ha PAa3BUTHE M 1A C€ OPpraHu3vpa B
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CBOETO WIPAJIHO BpeMe, B CHOTBETCTBHE C XY/0:KECTBEHHTE KadecTBa Ha
M3MBJIHUTEJICKUA CbCTAB U MOJA Bem0TO NpPodgecMOHAIHO PbKOBOACTBO HA
nupurenTa. [Ipu3BaHNeTo HA M3MBJHUTEJICKUS aNapaTrT € Pa3sKpPpUBAaHETO Ha
XYy/J105KeCTBEHUTE HAMEPEHHs] HA KOMIIO3UTOPA, BJIOKEHH B U3NLJIHABAHATA
KOHKpeTHA TBOp0Aa, U NMpeACTABAHETO HA HETOBUS eMOIMOHAJIEH CBAT IO Ha-

A00pUsi HAYMH M C MHIMBUAYAJIHA TBOPYECKA AHTAKUPAHOCT U OTTOBOPHOCT.

SAK/IIOYEHHE

ITocraBeHaTa OCHOBHA 3a/1a4a M eI HA JMCEPTALMOHHOTO M3CJIeIBAHE -
JAa ce CHCTeMATH3HpPa M3NBJIHHMTEJCKATA NMPo0JieMaTHKAa NMPH M3IbJIHEHUETO
Ha cHM(OHHYHO TBOPYECTBO HA KOMNoO3uTopa Ha Mopaan Tomes, e M3us10
M3IbJIHEHA M M0CJIeJ0BATEJHO NPeJICTABEeHA B PeNeTUIIHOHHUS, B KOHLEPTHO-
M3IbJIHUTEJICKAS W B 3BYKoO3amucHusi mpouec. IIpomecure ca pasrienanu
00CTOHHO, cmopel HWHAMBHUAYAJHATA MNPO0JeMATHKA HA W3MNOJ3BAHUA OT
KOMIIO3UTOPAa HHCTpPyMeHTapuyM. KoMeHTHMpeHM ca TPYyIHH M MO-CJIOKHU
M3MBJIHUTEJICKH MOMEHTH TNPH CHEHHYHATA peaju3alus Ha HeroBoTo
cuMGpOHUYIHO U KaMepHO opkecTpoBo TBopuecTBO. IlpencraBenm ca
Bb3MOKHH TeOpPeTHMYHM TMOAXOAM 32 OBJIAJAsiBaHe HAa  oONpeaeeHn
TEeXHOJIOTUYHH MOMEHTH, 1aBAT Ce HACOKHU U B IMPUIeHTCKATa PadoTa, KOUTO
MOTaT A2 YJEeCHAT U3IIbJIHUTEJICKUTE MOMEHTH.

IToctaBeHO € Ha4aJg0 Ha LAJOCTHO H3CJeJIBAHE HAa OCHOBHHTE
XAPAKTEPUCTUKHA HA M3PA3HUTE CPeACTBA U MHAUBUAYATHOTO XYJA0:KE€CTBEHO
MucjeHe Ha kommno3uTopa I'omes. Pa3riienanure mpousBeneHHMs, HANTUCAHU
BbB BpeME€BH AHMANA30H OT 12 roauHM, HaNpaBeHUTE CTPYKTYPHH U

HHTEPNPEeTAIMOHHUA AHAJM3HU, AaBAaT OCHOBAaHHE 32 HAKOM 00001aBaIIu
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NPUHIUIIHA W3BOJAH, CBBP3aHU C€ HErOBOTO OPKECTPOBO TBOPYECTBO.H
UBIMBUIYAJIEH KOMIIO3UTOPCKH CTUJI.

1. TBopYecKkoTo MucJIeHe Ha Komno3uTopa Mopaan Tomes B HeroBmre
cUM(OHUYHM U KAMEPHO-OPKECTPOBH TBOPOU NpPeEACTABS BPb3KATA HA aBTOpPa
¢ TpaguluWTe, 3aBellaHH oOlle OT BTOPOTO TMOKOJeHHe ObJIrapcKu
KOMIIO3UTOPH H IPOIXBIIKEHH OT CJIeIBALINTE OKOJeHUs .

2. My3uKaJHUAIT €3MK, KOWTO € XapaKTepeH 3a KOMIIO3UTOpPAa, IO
cOIMKaBa ¢ KOMNO3UIMOHHH NMPUHIUIIN, YCBOEHU OT PAa3JIUYHM HANMOHAJIHH
HIKOJIM, W O0CO0E€HO CHJHO ¢ HHTOHANMOHHHUTE BJIUAHHUS HA OBLJrapcKus
(oJIKJIOp OT HIONCKATA M MAKEJOHCKATa 00J1aCT.

3. B TBOpOUTE MYy OT H3cJieBAHMTE KAHPOBE MOraT Ja ce OTKPHUAT
YCTOYMBY KOMIIOHEHTH MO OTHOILEHHE HAa (popMooOpa3yBaHe, XapMOHUYEH
€3UK, NMOJU(OHNYHM NMOXBATH - M3MOJ3BAHM CPABHHUTEJIHO MO-NECTEJIHBO, U
NPeANnoOYUTAHN KOMOMHAIIMU OT ChbYeTAHUSA HA Pa3IuYeH HHCTPYMEHTAPHUYM.

4. ABTOPBT NPeANoOYNTa KJIACHYECKHTE MY3HUKAJIHM (POPMHU: NMPOCTH U
CJIOKHH JIBY/I€JIHU U TPUIEJHH, PAa3JMYHU PA3HOBHIHOCTH HA BAPHAIMOHHH
(¢opmMu, poHI0, KOHTPACTHO-CHCTABHA M COHATHA (opma.

5. OpkectpoBata dakTypa - mnpeicTaBeHa MNpeo0JiajgaBamo KaTo
ABYILIAHOBA WM TPHUILIAHOBA, TPETHPA PABHOCTOMHO BCHYKH HMKJIKYEHU B
ChOTBETHATA TBOP0OA HHCTPYMEHTAJIHU NAPTHUM.

6. MerTpopurMuKaTa Ha HU3CJAEJIBAHUTE TBOPYECKH ONMyCH €
M3KJII0YNTeTHO Oorara. KilaecmueckuTe TaKTOBM pa3MepH eCTECTBEHO ce
KOMOMHUPAT ¢ TPAaAMUMOHHUTE 3a ObJrapckara MY3HKa HepPaBHOAEJIHU
pa3mepu. Te ca mnpeacrtaBeHu ¢ MIMPOKO MHOroo0pa3ue, MpUIaBaT 0COOEHA

KU3HCHOCT H IyJICAUA HA MY3HKAaJIHATaA TbKaH.

14 Cpca KOUTO € U HCTOBUSAT 663KOMHp0MI/ICCH YUUTECIT AHGKC&HII’LP Tauen
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Morar na ObAaT W3BEIEHU OIIE pPA3TUYHU AaCMEeKTH Ha W3MOJI3BAHUTE
TIOXBaTH OT KommosuTopa Moprman T'ommes, KOMTO BBBEXIAT M3IBIHHTEIUTE H
CIymiaTeJITe B €JWH HEroB MOYTH Pa3NMo3HABAeM MY3HKAJEH CTHJI ChbC
cnenu(uYHA 3BYKOBA H3PA3UTEJHOCT M Pa3jIMYHA KOHTPACTHA eHeprusi Ha
pPa3BUTHE U ABH:KEHHME HA MY3MKAJHUA MaTepua. My3ukara My uma JOCTBIICH
XapaKkTep U BH3CHCTBA HEMOCPEACTBEHO C YUCTOTATA HA JINHEAPHOTO pPa3BUTHE
NpU HU3Pa3IBAHETO HA KOHTPACTHM €MOLMOHAJHM CbCTOSIHMS. 3a HEHHUA
PaBUJICH U3IBJIHUTEICKU MPOYUT C€ U3UCKBA U3PAOOTBAHE HAa MHTEPHPETATOPCKU
YCEeT MO OTHOIIECHHWE M3TPaXJAAaHETO Ha OOpa3HOCTTAa M 3BYKOBaTa KOJIOPUCTUYHA
XapaKTEpUCTHKA, B KOSITO Ha INPEJIEH IUIaH € U3BEACHO ,,HAIIMOHAJIHOTO” - KaTo
OCHOBEH CMMHCJIOB KOJ, Ype3 HEroBOT0 MeEJOAUYHO H METPOPHUTMHYHO
noa4yepTaBaHe.

PasriieX1aHeTo Ha CTHJIOBHTE OCOOEHOCTH M MY3MKATHHS e3MK Ha MopnaH
['o11eB MO OTHOIIIEHHE HA OPKECTPOBOTO MY TBOPUECTBO € A0OpE /1a ce 0OOBBPKE C
ONpeJeTeH! KOHKPETHH OOCTOSTENCTBA, ChIIBTCTBAILM Ch3AaBAHETO HAa TBOPOUTE
my. ToBa ocobeno ce orHacsi 32 CuM(MOHUYHUTE My IMMOEMHU, B KOUTO TOH ce
MpeACTaBs Kato NMpo¢)eCHOHAJIHO U O0ILIECTBEHO AHTAKUPAH ABTOP, AKTHBHO
NPUCHCTBAIl B CbBPeMEHHaTa ObJrapcka MY3HKa H CbBPEMEHHOTO
MY3HKAJIHO-KYJITYPHO IPOCTPAHCTBO BHOOIIIE.

Cpen Haif- spkuTe My TIOCTIXKEHHMS ce€ 3a0ensi3BaT YCJIOBHO TpH
KOHIIENTYaJIHU HANpaBJI€HUS, B KOUTO BPB3KUTE B MOJXOAUTE WM HU3PAZHUTE
CpelCTBa Cca CPABHUTEJIHO JOJOBUMHU M HU3UYHCTEHH, HO M C€ NPEIUIUTAT B HIKOU

nerainu. Te morat 1a ObJaT U3Pa3eHU IO CIACIHUS HAUMH:
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XpOHOJIOI‘H‘IHI/I KOHIECNTYATHN BPb3KH B OPKECTPOBUTE TBOpﬁl/I

na Mopaan Tomen

I[IspBa I'oguna | Bropa I'oguna Ha Tpera T'onuHa Ha
KOHIENTYaJHA Ha KOHUENTYaJHA KOHIeNTyaJHA
Cb3/1aBaHe Ch3/1aBaHe
JIMHUS Ch3/1aBaHE | JHMHUSA JIMHUA
Panconus 3a 2006 Wy Muraam 2008 Bypaecka 2002
MMUAHO U OPKECTHP 0 TEKCT Ha 3a CTpyHEH
Ileito SIBopoB OPKECTBHP
Cumdonust Ne 2 2007 CumdoHuIHI 2008 Cumdonust Ne 3 2012
TaHUIH
Cumdonuuna 2007 KonuepTo rpoco 2013
noemMa 3a KaMepeH
HAJIuHaeH* OPKeCTBP
Konuepr 3a 2013
HUTYJIKA U
OpKecTbp
CumpoHUIHA 2014
noema ,,barak*

Ilo3HaBaHeTO HA TE3M TPU YCIOBHU KOHLENTYaJHU HAIIPaBICHUS L€
IIOATIOMOTHE H3I'BJIHUTEINTE HA OPKECTPOBOTO TBOpYecTBO Ha Mopnan ['omes B
KOHKPETHUTE€ UM HHTEpIpPETalMy, KOUTO Morar jga O0baar oOOraTeHu C UAEH OT

JPYTH HETOBU TBOPOM, PEIICHU CHC CXOAHHM TMOJIXOIM B ONpENeNIeHH KOHKPETHU

MOMCHTH.

CITPABKA 3A TPUHOCHHUTE MOMEHTH

1. 3a mBpBM IBT OPKECTPOBOTO TBOPUECTBO Ha Mopjman TOIIEB KaTo H3IIBIHUTENCKA
Ipo0IeMaTHKa € TeMa aKLEHTHO U3CIIeBaHe.

2. XyIOXXECTBEHO-TBOPYECKUAT TPUHOC HA JUCEPTALMOHHUSA TpPyAd IpENCTaBisABaT
KOHLIEPTHUTE M3IbJIHEHUs1 ¢ ['aOpOBCKHs KaMepeH OpKecThbp U 3anucute cbc CumMpOHNIHUSA
opkecTbp Ha BHP Ha HiKOM OT aHanmu3MpaHW NPOU3BEACHMS B HACTOSILUSA TPYH, KAKTO H
penakironHa pabora mpu noaroroBkara Ha 3amuca B BHP na Kouepro rpoco 3a xamepen

OPKCTBHp M Objeniara npemuepa Ha KooHIEepT 3a IUTyIIKa U OPKECTH).

3. B jucerpanuoHHHMS TPyl ca TPEJACTAaBCHH HSIKOM CTHUJIOBH B3aWMOJICHCTBUS B
TBOpuecTBOTO Ha Mopaan [omieB ¢ TBOpOU Ha eBpONEHCKU U OBJITaAPCKH KOMITO3UTOPH.
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4. HampaBeH e OIUT 3a CHCTEMaTU3aIHsl HA OPKECTPOBOTO TBOpuecTBO Ha Vopnan [omies ot
nocyieqHuTe 12 roguHM, KaTo ca OCBETIEHM XPOHOJOTMYHM KOHLENTYaJIHU BPB3KU MEXIY
TBOPOUTE MY O TO3U MEPHOI.

5. IlpencraBeHun ca NPAKTUYMECKH YKa3aHWS KbM JHUPUICHTUTE W H3IBIHUTEINTE 34

pE€IIaBaHETO Ha HAKOU HpO6J'IeMI/I OT TEXHHUYCCKO M XYIOO0XKCCTBCHO C€CTECTBO B
PENETULIMOHHUA ITPOLEC, 3BYKO3allMCa U KOHIUCPTHU U3ITbJIHCHU.
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INTRODUCTION

The composer Yordan Goshev is among the most productive authors in the period
1990-2022. He performs in many genres and has created a significant work for
various orchestral ensembles, for heterogeneous chamber formations, a large
amount of solo instrumental and vocal music. Despite the fact that he works in a
universal style, the author repeatedly manifests in a number of his compositions the
preference for folklore, which is found in many of his songs. But it should be noted
right away that he does not deal with direct quotations of authentic musical
samples. The created number of his opuses are the result of his personal creative
approach to folklore as a specific intonation environment and characteristic
rhythmicity. His compositions represent in depth his individual creative thinking,
built with his own figurative and contemporary musical language, recognizable as
an author's style.

Various works of the composer are performed at home and abroad, they are the
subject of publishing and recording activities. The reviews of his work note the
high stability of the author, and the won awards are a logical consequence of the
wonderful music created.

The scientific and pedagogical activity of Yordan Goshev, familiar with published
books, authorship of textbooks and various university aids, is particularly
successful.

As a conductor of a significant number of his symphonic works, and of others -
with a soloist and orchestra or with a choir, | encountered a characteristic
problematic in Goshev's work, which stems from the specificity of his composer's
handwriting. In my dissertation research, comments are given authorial approaches
of a more general nature in created opuses with heterogeneous musical literature,
related to the characteristics of his orchestral thinking and the peculiarity of
individual sound studies. In the implementation of the scientific concept, one of the
leading lines is the clarification of the specifics of the given problem, with a view
to successful and overcoming it already in the repetitive moments. The best



presentation of original music is necessarily related to its annals and with the
elimination of the possible problems in front of the performers and soloists.

Regardless of its wide scope and diversity, the author's musical work of the
composer Yordan Goshev has not yet become the object of serious, deep and wide-
ranging scientific research interest, with the exception of some of his piano music.
There is a lack of any information or notification of performance experience
regarding the interpretation of Goshev's orchestral music, analyzes of technical
Issues in the realization of his works for large and small orchestra apparatus. This is
what motivates me to pursue this research.

| think that the topic is relevant and can be the subject of a scientific approach, to
give broad information about the composer, about the specifics of his thinking and
reflect the qualities of his orchestral musical creativity.

The object of the present study is the complete work of Yordan Goshev, created
for and with the participation of an orchestra in the last 3 decades.

The subject of the study are two of his three symphonies, created in the period
2000-2012.

The main goal is to present aesthetic ideas invested by the composer in his
musical work, to present as much as possible the means of expression widely used
by him and different sides of the orchestral palette with which he works, to achieve
the construction and presentation of the work invested in the compositions of
musical imagery.

The following tasks derive from the identified research objectives:

e to study and analyze specialized literary sources and studies related to
Yordan Goshev's work;

e to inform and systematize the performance issues in the rehearsal, concert-
stage and sound recording process, from the point of view of my personal
practice, as well as of colleagues engaged in presenting the composer's
orchestral work;

e to develop a methodology that would allow shortening the entire process
from studying the works to their multidirectional realization;



e to systematize the main characteristics of the means of expression, typical of
the orchestral work and the individual artistic thinking of the author.

The methods of experimental research are: bibliographic analysis;

comparative analysis; observing the reactions of soloists, singers and orchestral
performers during concerts and studio recordings.



FIRST CHAPTER

Performance issues in the symphonic work of the composer Yordan Goshev

1.1. Symphony No. 2
1.2. Symphony No. 3

The creativity of the composer Yordan Goshev is distinguished by multi-genre,
but his affinity for the creation of symphonic works is evident. In them, the
composer turns both to the pure genre of the symphony and to one-part
orchestral forms. In all his works, he manages to achieve a diversity in terms
of their content. Some of his artistic ideas are directly aimed at recreating
historical events, reflected in their titles: the symphonic poems "'Batak 1876"
and "llinden™. The title "Symphonic Dances" is more neutral, but this
symphonic opus corresponds with his attitudes to seek out and present his own
diverse endeavors in the genre. Undoubtedly, his three symphonies stand out
as major works. His approach to the orchestral apparatus in action is
different. His First Symphony straddles the line between double and triple
orchestral composition, while Symphony No. 2 treats a precise triple
orchestral composition. Against this powerful and active instrumentation
appears his next Symphony No. 3 - for string instruments only. Each
symphonic work is realized in a different multipart and this approach of
Goshev is preserved in his work in other genres as well. He constantly
surprises performers and listeners with non-standard/unexpected solutions,
which, however, are organically related to the development of the content of
the specific works.



The composer's symphonic work has been performed by various orchestras at home
and abroad, and a part of it has been recorded in a recording activity. A significant
number of author's works have been distinguished with national and international
awards, among which is the Special Award of the International Competition for
Composers "Prof. Ivan Spasov" for his symphonic work. The instrumental premiere
of his Symphony No. 1 took place at the Festival of European Music held in 2002
in Perugia, Italy. Unfortunately, this symphony does not yet have its national
performance.

The object of the musical research in this dissertation is the second and third
symphonies of Yordan Goshev. Their choice is justified by the extremely polar
creative approaches of the composer when creating them. Through their
analysis, the multipolar patterns of his non-standard creative thinking can be
revealed.

1.1. Symphony No. 2

Symphony No. 2 was written in 2007. It was premiered by the Plovdiv
Philharmonic in 2010. It was built as a one-part stru

cture/composition, which is a less common phenomenon in the author's opus. The
symphony is for triple composition and includes the following instrumentation:
piccolo, 2 flutes, 3 oboes (the third oboe is replaced by an English horn), 2
clarinets, bass clarinet, two bassoons, contrabassoon, four horns, 3 trumpets, two
tenor trombones, bass trombone, timpani, snare drum, snare drum, hanging cymbal,
tam-tam, xylophone, vibraphone, chimes, bells, harp and strum.

It would not be an exaggeration to call this work a turning point in the
composer’s creative pursuits. Ideas were projected into the work, which found
their subsequent rethinking and renewal in the symphonic poems **llinden™,
""Batak 1876", and also in the Concerto for violin and orchestra, created six
years later. The compositional approach presented in Symphony No. 2, related
to the way of presenting the theme and its sound characteristic, is largely
repeated and developed in the other mentioned works.



A persistent main means of expression is the leitmotif development, which often
involves the construction of a short phrase or small episode that is/are elegiac in
nature. The composer presents this character in the timbre of his preferred
percussion instruments with a certain pitch: vibraphone, glockenspiel, bells.

Another means of expression, which is the basis of the author's creative attitude, is
the use of folk motifs structured in the spirit of Shopian diaphony. A characteristic
element in their appearance is their dynamic amplitude - they are always associated
with their presentation in extremely quiet dynamics.

A common composer's idea is the use of contrasting composite forms in the
construction of the overall dramaturgy of the corresponding part of a given
symphonic work by Goshev. These are usually episodes that have a common
intonation-thematic basis. Some of the episodes are of a "closed" type, and others
are devoid of independence and structural stability. The general concept used in
Symphony No. 2, which is partly reproduced in other works, is the unification of
procedurality in a single dynamic line of presentation or development.

The composer also uses other characteristic techniques - such as the caesura.
Through it, he strives to give a creative opportunity to the performers, as well as to
the audience, to make sense of a significant part of the thematic material that has
passed in the development of the musical content of the specific work. Although
the caesuras frame the endings of given episodes, in the general development of the
material they are often characterized as a thematism with an overflowing
development.

The fact that the author turns to the contrastive-composite form is evidence that in
his stages of work in Symphony No. 2 and in the two symphonic poems written in
the same period, he prefers through it to bring to the fore spontaneity and
improvisation in the development of the musical substance, before the strictly
rational constructive approach in the formal-thematic development.

Regardless of the fact that Yordan Goshev titled his work a symphony, the work
has similar features to the symphonic poem genre, both in its scale and in other
external features. It is the monotony and vivid imagery that provokes the listener to
look for hidden programming.



Symphony No. 2 - in terms of musical expressiveness and dramatic construction, is
among Yordan Goshev's most dramatic works. Emotionally, the author paints
almost apocalyptic pictures in the climactic areas. And at the end of the work, the
composer designed the general climax. Goshev uses an aleatoric technique, which
Is masterfully preceded by two preparatory stages. In the first of these, all
instruments gradually move from standard notation to freeing the parties from a
strict fixation of pitch and rhythm. While in the second stage the author uses
already controlled aleatorics, before looking for the moment when he will rely on
the released individual energy of each performer from the orchestra in aleatorics of
a more unregulated Kkind.

The symphony does not pose great technical obstacles for the orchestral musicians,
but it poses serious problems for the conductor. They arise from the organization of
the musical material, from the variable tempo and its application in the general
process of building the integrity of the dramatic development. A significant
difficulty is the organic reaching of the general climax. The process must be
ensured in its natural development and in sequence - as an intensity of movement,
and not happen in "jumps"”. Any moment in which this common flow in the textual
development is not realized, the disintegration of the one-part musical construction
of the symphony can occur, which is a potential danger in the form chosen by the
author.

Contrastingly, the composite form consists of an elegiac introduction, six episodes
(with a contrasting, developing or connecting function) and the coda.

In general, the theoretical analysis of the symphony presents the main creative
ideas of the composer, the specifics of the structuring of the work, the formative

elements and dramatic solutions of the musical substance as follows:

e the invoice is predominantly homophonic. Polyphonic elements are found in
the third episode, where a thematic core associated with Chopin's double
voice emerges;

e the orchestration unfolds most often in three plans, but there are also details
in which it is presented in four plans. In the last episode - with the general
climax, and also in the coda, the development of the musical material is in
aleatoric movement;



e metric includes sizes from 2 to 7 quarters. Despite his affinity for folklore,
the author does not use unequal measures in their familiar dance context;

e tempos are variable, but slow and moderate prevail. The movement maxes
out at a quarter note= parameter of 112. Due to the presence of passages in
all orchestral groups written in small note values, a sense of faster tempo is
created. This feeling is very compelling in the last episode of the symphony
- in the area of the general climax;

e the dynamic scale of development of the material has huge amplitudes -
from barely perceptible four pianissimes (pppp) to a powerful sound mass,
comparable to thunder, in dynamics four fortissimes (ffff);

e the harmonic development mainly includes classical chords, expressed in
the use of major and minor triads, semi-minor quadrats, pentagrams, etc.
intervallic, but the development also suggests the use of sound clusters and
sonorous spots;

e the timbre scale of the instrumentation is also rich, but without intrusive
"exoticism" in terms of the instruments used, their combination and specific
approaches to sound extraction.

The conductor's concept should unite all six episodes into one organic whole.
The thought of presenting their contrast should be leading. The composer
relies on it in the combination of the episodes and their placement in the
musical form. This variety of material gives wide possibilities for
interpretation. But as a final result, the successive combination of the
contrasting episodes must naturally and logically lead to the construction of
the general climax.

Symphony No. 2 is a reference work in the orchestral music of Yordan
Goshev. Many of the creative ideas and specific approaches laid down in the
symphony find their development in his later works. It presents the specifics of
a specific/defined/clarified author's thinking and is a kind of theoretical-
practical basis for the musical dramaturgical development of his other works,
outside the field of his symphonic work.

1.2. Symphony No. 3

10



The composer Yordan Goshev created the piece Lamento - for string orchestra, in
2012. The piece had its premiere performed by the Gabrovo Chamber Orchestra at
the review "New Bulgarian Music" in Sofia, and then it was also performed in
Gabrovo - its two performances were performed under my conducting. This was
followed by her inclusion in 2016 in the program of the Ninth National Student
Arts Festival, held at the Southwest University "Neofit Rilski", Blagoevgrad. The
performer is the Chamber String Orchestra of the University of Arts from the city
of lasi, Romania, and the concert is in the studio of Radio Blagoevgrad, from where
a recording of the work is broadcast.

The composer assessed the public success of his work and decided that it could
become part of a symphonic cycle composition and added three more movements
to the created Lamento: Adagio (first movement), Scherzo (second movement) and
Allegro/Final (fourth movement). In this way he formed the final structure of his
new four-part symphonic cycle.

A similar creative approach exists in the creation of other compositions by different
authors, which is not a creative precedent. It is likely that this idea also existed in
the original composer's plan, but this is only within the scope of creative
guesswork, because Goshev does not share in the public space any facts about the
final symphonic composition. The time from the laying of its beginning to its final
revision is within about 7 years.

In its final version, Symphony No. 3 was originally realized under my conducting
as a recording with the BNR Symphony Orchestra in 2019, and its concert premiere
Is again with me and the Gabrovi Chamber Orchestra on 12.02. 2020

Symphony No. 3 by Yordan Goshev can conditionally be called “classic". In his
work, the author turns to traditional structures in terms of form formation. This
decision is identified with numerous iconic works created by neoclassical
composers in the 20th century: Hindemith, Bartok, Prokofiev, Shostakovich.

The symphony concentrates in its musical material a huge emotional range,
presented to the listener in an extremely short space of time. The intense pulse
of our time with its collisions is felt in the work. In some aspects, the line
drawing the author's sadness at the global spiritlessness and dehumanization into
which the world around us has fallen has been continued. Perhaps this is the good
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reason Simphony No. 3 to begin with a somber slow movement and its dramatic
center to be its third movement Lamento. In this work of his, however, the
composer is by no means a pessimist. Its finale is highly dramatic, but it is
meaningfully close to Beethoven's concept of the cyclical course in human history -
"from darkness to light", which Goshev revives in his music.

The symphony is structured in the traditional four-part sonata-symphonic
cycle, but a duality of development is shown in it, expressed in terms of its
tempo development and opposition of the parts. The proportions in them, like
the organization of the material, express perfect ratios. Moreover, the brevity
of the statement, the lack of verbosity and unnecessary circumstantialism, are
a masterful expression invested in the development of the musical material,
which presents the impressive creative approach of the composer.

The invoice is predominantly five votes, and its expansion does not exceed eight
votes distributed in divisi - two votes in each party. Part of the double part and part
of the chords in separate parts are convenient to play as a double fingerboard. This
makes it possible for a concert performance to use an additional resource to ensure
dynamic density when performed by smaller string orchestras. Unison development
Is often used by the composer at climactic moments of dramatic development.

Compared to his other symphonies and works for large orchestra, Yordan Goshev
makes considerable use of polyphony in Symphony No. 3. This happens mostly in
the two slow movements: Adagio and Lamento. Moreover, the first movement of
the opening slow movement is a fugato, which more remarkably builds gradually
and organically to a spectacular and affecting climax.

In terms of metric, there is no extravagant use of scale changes or the inclusion of
uneven rhythms in this piece. The metric scale includes the classic time signatures:
2/4, 3/4, and 4/4. Their frequent change is observed only in the two slow parts /first
and third/.

The harmonic palette used by Goshev is very rich. The author uses a traditional
diatonic accordion in all its varieties: three-tone, four-tone, five-tone. In certain
fragments of the harmonic development, he uses quartal harmony, which changes
the essence of the tonal plan used until then. Through her appearance, the composer
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intensifies the tension in the textural development, which especially applies to the
climactic moments.

Compared to Symphony No. 2, this symphony shows a certain “asceticism™ and
moderation in terms of the dynamic scale of development. The use of classical
form formation, the development of the material in long lines and its gradual
development, do not require the juxtaposition of extreme dynamics that abounded
in the contrasting-composite forms of the second symphony. The amplitude of the
dynamics moves within the expected limits, considered traditional, from pp to ff.
The same is observed in terms of tempo. The composer does not approach
changing the main tempos in the development of the parts. He resorted to this trick
only in the third part - Lamento, of the constructed compositional symphonic form.

The symphonic development in this movement suggests the use of a diverse
palette of strokes throughout the strummed instrument. In terms of timbres
and registers, a certain moderation is noticeable here, which cannot be
equated to a tendency towards passivity or uniformity in approaches.

There is no use of extremely high registers in the violins, and the invoice is varied
in timbre with the use of flagellum tones - only in the last three bars. The dynamic
balance in the individual parts is very precisely specified and located along the
entire score. It literally *‘releases' contractors from the obligation to pay
special attention to the ongoing development of the invoice. In this way, they
can fully concentrate on the artistic transformation of the author's creative
ideas.

The climax areas are built by the composer very precisely and with special
mastery. The listeners get the feeling that the dynamic and rhythmic layering in the
approaches to the dramatic peaks seems to be guided by an invisible
"potentiometer”.

Although at first sight the sheet music appears simple due to its extreme clarity, the
work has enough challenges for performers in terms of achieving the overall
ensemble in sound extraction. This applies mostly to the homophonic passages, to
the unison moments in the Scherzo, and to the symphony's finale.
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Yordan Goshev's Symphony No. 3 is a work that combines a mature composer's
thinking and mastery with a well-chosen performance apparatus that can be mobile
in terms of its numbers. This gives variable possibilities for the composition to be
performed by different orchestras.

Thematism is very well represented in the sonata-symphonic cycle and the
meaningful connections between the first and third parts and mevery second
and fourth part. Thus, the sense of unity and complex nature of the symphony
Is preserved in all parts of the work, and it reveals its content consistently in
its musical and dramatic development.

SECOND CHAPTER

Performance issues in orchestral works by the composer Yordan Goshev in
the concert and chamber genres

2.1 Works for solo instructor or choir
and symphony orchestra

2.2. Works for chamber and string orchestra

Yordan Goshev's compositional ideas in the field of symphonic music do not go
beyond other genres, in which the author creates his own opus, intended for
different ensembles and soloists. His diverse creative interests and his personal
piano concert-performance attitude are the reasons that lead him to a diverse work
created in the period 1990-2013.

There is no doubt about his affinity to the concert genre, represented in the present
scientific study by the works "Rhapsody" - for piano and orchestra, and Concerto
for violin. The composer invariably entrusts his successive opuses to magnificent
soloists for their stage presentation. One of them is Prof. Dr. Rostislav Yovchev,
who performs dozens of premier performances of music by Yordan Goshev, as well
as that of the rhapsody. One can only express regret that serious commitments did
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not allow the planned performer of the violin concert, Liya Petrova, to realize its
performance until today.

The two instrumental works under consideration - in one-part and multi-part form,
offer a different problem from the vocal-orchestral composition "Crazy Youth",
written on the literary poem of Peyo Yavorov. In the foreground, the attitude of the
composer towards vocal art and his attitude towards Bulgarian verbal creativity is
presented. The author has repeatedly expressed his interest in folk music, and now
he is turning to poetry, which he associates with Bulgarian verbal traditions.

I have already noted that the symphonic thinking of the composer Yordan
Goshev is not limited only to the works created in this genre. It is successfully
represented in chamber works with orchestra, as well as in his vocal-
orchestral compositions. Even in genres that we traditionally/customarily
define as chamber only, the author brings significant dramaturgical ideas and
thematics of his own that we usually associate with symphonic. His
compositional style and creative approaches are a recognizable feature of the
talented author.

2.1 Works for solo instrument, choir and symphony orchestra
2.1.1. "Rhapsody" - for piano and orchestra
2.1.2. Concerto for violin and orchestra
2.1.3. "Crazy Young" - for mixed choir and symphony orchestra

(poems by Peyo Yavorov)

2.1.1. "Rhapsody"" - for piano and orchestra

In 2006, the composer Yordan Goshev created his "Rhapsody" - for piano and
orchestra. She immediately has her public performance on the days of the review
New Bulgarian Music. The premiere was performed by the Pleven Philharmonic
Orchestra conducted by Yordan Dafov, and the soloist was the pianist Rostislav
Yovchev.
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According to historical records, the ancient Greeks understood the name
"rhapsody" as a creative act in which a singer-declaimer (rhapsode) recited excerpts
from classical literary works, skilfully improvising on the texts and making
connections between individual plots. In this way, a derivative/variational work is
born, and the anonymity of the rhapsodes orients their activity in the orbit of
folklore. During the Middle Ages, the successors of the Raposods in Western
Europe were the Troubadours, Minnesingers and Trouvers, and in Russia and the
East Slavic countries - the buffoons.

In the 19th century, apart from the Austro-Hungarian Empire, rhapsody as a genre
was associated with the emergence of national musical schools in Central, Northern
and Eastern Europe. A distinctive feature of the genre, which has not lost its
relevance to this day, is one-partness expressed in a free structure/musical form
with an improvisational character of alternating episodes in a wide emotional and
tonal range.

The author of the first rhapsody in Bulgarian music is the composer Panayot
Pipkov. In 1918 he wrote his "Bulgarian Rhapsody"” for piano. This is a naive
composition in the shape of the "wrists" of the time. Without developing the
musical material, the composer simply collected in his work several melodies with
Bulgarian intonations and city songs, the prototypes of which were borrowed from
the urban folklore of Central and Western Europe.

Four years later - in 1922, the composer Pancho Vladigerov presented his "Vardar"
Rhapsody in Berlin, which provoked the interest of the second generation of
Bulgarian composers in this genre, and the work itself became emblematic of our
national music.

After Vladigerov's masterpiece, in 1938-40 the composer Dimitar Nenov created
his "Rhapsodic Fantasy”, which has been performed only sporadically by our
orchestras for 80 years. The "Rhapsody" written in 1956 by Veselin Stoyanov is
considered among the great achievements in this genre.

Rhapsody nand Yordan Goshev is among the few works written in this style in
recent times that have received publicity in our concert piano literature. This
composition, created in 2006, in addition to being a carrier of a wide range of
emotions and musical nuances, is also a kind of symbol of the modern worldview
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of a national character in its thematic and intonation development. Moreover, in my
opinion, the appearance of this work is like a call to save the art of music from the
statelessness to which globalization and contemporary European political and
economic social conditions condemn us today.

This work is very different in the genre of the popular Bulgarian rhapsody. There is
no festivity or poster-raised tone in it. On the contrary, it is a work even of a
nostalgic nature, but it pulsates with the incredible energy of folklore. The
composition seems to be a symbolic warning to future generations that there is a
real danger of losing this spiritual wealth of ours.

The main building material in Yordan Goshev's rhapsody is the Shopian diaphony,
its metrorhythmic variety and seemingly "unbridled" nature of the folklore from the
Tran region.

The first impression of this composition is its high degree of piano technical
difficulty. This fact suggests that the author has invested in the soloist part pianism
of the highest class, which he himself possesses. The piano provokes the listener's
curiosity and fantasy to hear this piece in an author's interpretation... This is a
wishful element that could reveal the originality of the composer's creative
approach in the presentation of his author's music.

It is not by chance that the premiere performance was given to the wonderful
pianist Rostislav Yovchev - a long-time interpreter of Goshev's work and his close
friend. There is a creative symbiosis between the author and the performer, which
Is presented in numerous concert programs of Yovchev and in a number of opus
realized by him in his recording activities in BNR and abroad.

The second impression upon familiarization with the work's score is its masterful
orchestration. The composer demonstrates a virtuoso command of orchestral
instruments and an original/idiosyncratic sense of sound color. In every detail,
Goshev is extremely precise and leaves no room for any questions of interpretation
or for technical ambiguities that might arise before the conductor, soloist and
orchestra players. This undoubted quality of the Rhapsody ranks it among the
greatest creative achievements of Bulgarian composers in recent years. Certain
associations can be made between the author's ideas in the orchestration and
individual moments of the score, which are characteristic of Stravinsky's sound
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palette, and the gushing energy in the composition certainly brings to mind a
number of works by Alexander Tanev - his composition teacher.

The impressive substance of the compositional material finds an extremely
successful interaction in Goshev's orchestral language. It is about the techniques of
combining all the orchestral groups and the exposition of the material in different
musical plans. In the richness of sound color and impressive nuances, Goshev's
orchestral language is comparable to the best creative examples and reveals his
preference for using pure timbres in solos of single or two-part parts. Mixed
timbres are mostly within one of the four groups. Perceptible in the orchestration of
the Rhapsody is the coloring of the metrorhythmic accents in the invoice.

A mark of high professionalism is the extremely precise targeting of the material to
the respective instrumental registers, which enables the orchestral sound to be very
nuanced. The composer is not tempted to leave textural elements in octave groups
that, played on the piano or written on a sheet of music, look very impressive, and
would subsequently become a performer's and also a conductor's problem when it
comes to achieving good instrumental balance . During the construction of the
climaxes and during all the dynamic declines in the dramatic development, Goshev
lays out the relevant material in the most appropriate register of each instrument,
accumulates in the sound layers, or takes away from them, a passage movement
affecting all orchestral groups. Among the colorful finds is the use of the drum in
the group of percussion instruments.

Yordan Goshev's extremely nuanced orchestration in Rhapsody, the use of
extremely quiet dynamics, and the masterful handling of instrument registers are
the highest quality component possible for a documentary or studio recording.

The rhapsody is written in a contrasting-composite form, in which roundness is
observed in the background. About the approach to his work, Yordan Goshev
shared: "I did not think in advance how to build the form, but I acted intuitively,
with a view to building a certain drama and achieving a sought-after type of
emotionality. This was the leading' This is how it can be presented with the
structure of the musical form: A (prologue) / B (first episode) / C (second episode)
/ b 1 (third episode) / D (fourth episode - toccata + cadence) / E (fifth episode) /al

(epilogue).
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Small details of the conceptual decisions in the Rhapsody have their continuation in
Goshev's Concerto for violin and orchestra, but in a different context. Among the
similarities between the two mentioned works are: the dark nostalgic beginning, the
feeling of pain of losing something very personal. But while in the Concerto for
Violin and Orchestra this darkness is dispelled by the blinding light of optimism, in
the subsequent development in the Rhapsody the haunting feeling of resignation
and depression remains until the end of the work, despite the element of virtuosity
in the piano part and the excitement of the entire orchestral texture.

In certain moments/fragments/short episodes, the solo treatment of the piano in
Goshev's composition has some similarities with certain approaches of Gershwin
and Shostakovich in their original piano works. This impression/judgement relates
mostly to the development of the solo cadence. Certain small details appear in it,
known/used/characteristic of pianist Milcho Leviev's improvisational patterns in his
jazz works. However, in no case can one speak of direct influence. After all, these
are my personal impressions, with which | cannot engage all interpreters and
researchers of the author's creative concept and stylistics. For me, the textured
expression of the solo part reflects the pianist Goshev's accumulated performance
experience.

The impression of a certain stylistic overlap in the musical substance of this
composition with certain works of the mentioned authors of the 20th century
Is supported by some facts:

e the composers are virtuoso pianists;

e in their performing manner, the ""rhapsodic™ is permanently present - a
sense of free development of the musical material, an improvisational
beginning and a flight of fantasy within free limits;

e the sound picture is achieved with modern musical expressive means,
but it is always in connection with the typical characteristic of folk
approaches in creative thinking.

The opening movement of the Rhapsody seems to be born from the silence. This
very effective beginning of the dynamic nuance requires a mandatory reaction on
the part of the conductor in the preparation of the performing apparatus, as well as
the audience. The intro of the low bar should have a barely perceptible sound
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contour. From my conducting practice in performing the work, | would recommend
that cellos and double basses start at the top of the bows with precisely defined
pressure contact with the strings. The successive introductions of first clarinet and
first flute should also fit into the emerging soft/warm/beautiful sonority and
effectively create the impression that they seem to "emerge" from the depths of the
established opening sound in the low bar. The ringing of bells - in the third and
fifth measures, should be quiet, barely perceptible, but also clear enough to
unequivocally introduce the listener to the symbolism of the mourning imagery.

Until the entry of the piano - in measure 12, which fixes the end of the prologue, it
Is advisable to save the dynamic resource of the playing instruments. For this
purpose, pizzicatos in second violins and violas should be played muted - sul tasto.
If the strokes are large enough, the conductor may require that they be performed
by gently drumming the strings rather than by pulling. The masterful juxtaposition
of the pizzicatos in question - with the pedal tone of the muted French horns - with
the faint/vague tremolo of the timpani would create the perfect sonic background to
provoke the oboe solo (n. 9) and the flute cue, which plays the pedal tone on top of
the G, to add their sound to the dynamics indicated by the author p.

At the beginning of the first episode (bars 16 -35), the nostalgic tone of the
prologue is maintained. Despite the fact that the thematic material is in the spirit of
Shopian diaphony, it sounds like a mournful psalmody. Instead of the characteristic
sharpness of sound extraction that we know from folk singing, in this opening
section of the work we have a delicate presence of two flutes and a clarinet in the
middle register. It is of paramount importance that the dynamic amplitude returns
to the opening pianissimo phase, after the sharp forte chord in measure 13,
heralding with bravura passages the inclusion of the piano. For this purpose, again,
cellos and double basses, and it is desirable that they should be extremely
guenched, and attack the note of salt from a large octave very delicately, and, as
already stated, from the top of the bow.

The problematics described remain valid after the reenactment of the episode in
measures 115-131.

The second episode (bars 36-114) impresses with its metrorhythmic richness of
unequal measures in various combinations. The fourth episode (bars 132-205) has a
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smooth texture and is the most developed in the work. In it, the author effectively
builds the general climax, which is in the so-called "golden section” of the work.

The mentioned two central episodes were constructed by Goshev with remarkable
invention and kcompositional mastery, which implies that the performers only play
the text correctly in the specified metronome tempo and ensure a quality ensemble
sound.

The piano part is developed virtuosically and with complex rhythms; offers
sound problems - octave diphthongs, located in remote registers; a wealth of
uneven rhythms; octave passages that flow into clusters.

After the solo piano cadenza (bars 206-234), the author builds a fifth episode,
which is a derivative of the fourth. The texture in the solo part is again smooth, but
it lacks the sharpness and energy laid down in the fourth episode. The reason for
this feeling is that the rhythmic patterns being played are not in groups of four
sixteenths, but are now in groups of sextoles. Their movement and plasticity
softens the overall textured picture.

In connection with the dramaturgical construction of the work, this decision of the
author is logical both in terms of the overall architectonics of the Rhapsody and in a
purely emotional plan. After the general climax, there is a smooth transition to the
fading impulses of the epilogue. The short epilogue (bars 249-259) is built on the
musical material from the prologue of the Rhapsody. From here to the finale of the
work, the challenge for the conductor is how the sound environment provides the
almost visual perception of the disintegration of the content of the opening theme.
It is of particular importance that the fading impulses in the piano are accompanied
by a long-sustained crown in the last bar. Regardless of the flagolettes in the bar,
the spectacular morendo at the end of the piece must be a sound goal, because the
cellos and double basses are doubled by the bassoon, which further thickens the
overall orchestral sonority. The long exposure of the crown will naturally lead to a
relaxation of the tension and to static, which will make the frame of the
composition much more noticeable to the listener. This would give him enough
time to relive the contrasting dimensions in the dynamic scale of heterogeneous
emotions through which the author has taken him in the performance of the work.
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Of course, the length of the final crown will depend mostly on the air supply of the
blowers. It is necessary for the conductor to monitor the sound quality of the flute,
clarinet and bassoon. If there is any fluctuation in the quality of their sound, the
crown should be covered.

The artistic qualities of the composition "Rhapsody for Piano and Orchestra™ by
Yordan Goshev are unquestionable. It is a serious creative achievement and a
challenge as a piano performer. The role of the orchestra is of particular importance
for the suggestion of the author's ideas. The work has all the qualities to remain
permanently in the repertoire of our orchestras and to be representative for
performers who are looking for their soloist development and a solid stage
performance.

2.1.2. Concerto for violin and orchestra

Yordan Goshev's violin and orchestra concerto was created in 2013. In my opinion,
it is one of the greatest creative achievements of the composer to date. In his work,
the author synthesizes ideas in this genre from the 19th and 20th centuries, but the
approach to working on the material is original. The other important merit of the
work is that it is positioned in the Bulgarian intonation environment and this
"marker" makes it recognizable among the thousands of samples created in recent
decades. Its ideal structural proportions are impressive, as well as its typical for the
author laconic musical statement.

In his work on the violin concerto, Yordan Goshev turns to patterns in which the
solo instrument is often the leader in a symphonically unfolding environment. The
impression is of an identical development inherent in a compact concert symphony,
in which the orchestra does not play a subordinate role, but complements the solo
part in dialogue with it.

In the construction of his concert score, Goshev relies on established models for the
dramatic development of the musical form, which have become inherent in the
genre. In his formal concept, the author chooses the contrasting composite form for
the first two parts, and the classic rondo form for the finale. In some episodes, one
notices concepts that remind one of a sonata development. This creative approach
is often used in the instrumental concerto.
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Regarding the harmonic development, we can also consider a traditional approach
presented by the author with interesting harmonic solutions, in which the vertical is
not changed so often, but instead, through figurations and layering of contrasting
rhythm, a sense of continuous change is obtained and material movement. The use
of polyphonic chords is sparing.

The orchestration is at a high professional level and ensures the good balance and
interaction between the orchestra and the soloist. The orchestral fabric lacks any
intentionality or clutter with self-serving effects that would divert the listener's
attention in a direction outside the main musical line and meaningful idea.

The composer constructs the first movement of the concerto in contrasting
composite form, while it is more common for this movement to be presented in
sonata form. Othe individual episodes that make it up are followed in a logical
development, subject to thematism. Some episodes are structurally stable, others
are defined as connecting links, but overall there is a clear sense of ongoing and
overflowing development. Between the structurally stable episodes, the author
places syntactic caesuras, which are very characteristic of the late romantic musical
style.

In contrast, the composite form consists of four episodes. The first of them
performs the functions of introduction. It contains two periods, in the first of which
the exposition of thematics is entrusted only to the orchestra: pure timbres emerge,
and the orchestral groups take turns in their presentation almost without interacting
with each other. This creates an active damping for changes in timbral contrast, and
the two-tone environment unfolds in an extremely dark atmosphere. The beginning
is entrusted to a solo cornet. Without being absolutely certain, this is the only, or
very rare, case where an instrumental concerto begins with an instrumental
monologue by another instrument diametrically opposed in terms of timbre and
dynamic characteristics. The theme has a chaconne-like character, and the
experienced listener would have a logical assumption to expect future variational
development of the thematic material. Of course it happens, but not along the lines
of variation. The theme - with its motivic fragmentation and alternation of narrow
and wide intervals with volume up to a major seventh, charges the atmosphere with
tension and tragedy. It is of the utmost importance that this beginning of the cornet
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be of a fixed soft attack in the prescribed p dynamics, but with some density of
tone.

The musical presentation of the material in the concerto is "academically
presented' in terms of the usual standard requirements for proportionality
between the constituent frequencies of the musical form. The thematism is
vivid, presented with brevity in its exposition, and the orchestration allows the
soloist part to be leading and dominant in its performance. Logical
connections in harmonic development, regardless of whether they are
presented by classical means, reveal a specific harmonic language
characteristic of Goshev's creative approaches in all genres. The combination
of folk motifs and fragments with polyphonic development expands the sound
and thematic picture, which retains its unity, regardless of the heterogeneity of
its constituent elements.

2.1.3. ""Crazy Young" - for choir and symphony orchestra

"Crazy young people" is a vocal-orchestral work for a three-part mixed youth choir
and symphony orchestra, written to poems by Peyo Yavorov. The author shares
interesting facts related to its creation:

- "The composition was written in 2008 by order of the conductor Alexander
Kuyumdzhiev, it is intended for performance by the youth choir of the Southwestern
University "Neofit Rilski" - Blagoevgrad. Initially, I created an a cappella vocal
work and in this form its premiere took place in Dortmund, Germany on October
21, 2009. The performance was carried out by the mixed choir of the Technical
University - within the framework of a joint European project between SUZU "N.
Rilski" and the "Pedagogy" Department of TU, Dortmund under the leadership of
the conductor Reinhard Fehling - teacher in the Department of Music Pedagogy.

Later, in 2017, | made a version for choir and symphony orchestra, which has not
been performed until now. | do not assign the piece to a specific vocal-symphonic
or cantata genre. In its foundation, the work has a specific connection with
Bulgarian folklore, which does not classify it among the known classical genres.
Regardless of its connection with folk intonations, the composition bears the bright
marks of an author's song. In order to achieve a spatial sound effect during its
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performance, | wrote a specific requirement that the youth party be positioned at
both ends of the stage".

If we summarize the conclusions of Yavorov's literary researchers, we will note
that the foundation of his poetry is based on the impeccable musical rhythm of the
verbality in his verses. It is not by chance that music was created on them by
various authors who work in polar genres and styles, incl. and pop music. Love,
which is a main line in the lyrical verses of the genius poet, is always dual. She is
bright, cheerful, gentle and pure, but there is always drama in her, with her inherent
demonic, tragic and burning passions.

"Crazy Youth" is a poetic work from Yavorov's early work. It is close to the
structure and original folk language inherent in folk texts. The poem consists of 13
verses, in which the narration reveals the power of love, capable of destroying all
barriers. For his composition, Yordan Goshev stopped at 8 out of a total of 13
verses. They include the dynamics of dramatic development in the construction of
the musical form, and the text is extremely laconic in its content.

The piece is written in a hybrid form, combining strict soprano ostinato variations,
a simple two-part /strophic/ form, and minimalistic lines you. A similar authorial
decision, in terms of form formation, is also observed in the first part of the work
"Symphonic Dances" written in the same year.

As can be expected, when working on a vocal-instrumental work, the logic of the
text is the foundation in the formation and determines the means of expression used
in the vocal parts and in the orchestration. It is noteworthy that Yordan Goshev
unevenly distributes the individual stanzas of Yavorovo's poem and the interludes
between them. The first and last two stanzas are joined in a common construction.
Thus, although the different texts are clothed with similar intonational material,
there is a pronounced symmetry in the overall formal architectonics.

Orchestral interludes vary in length and thematic material. They are the engine of
the process of building the dramatic structure through the accumulation of sound
mass. The general climax is at the very end of the section and is reached in an
impressive and effective way without dynamic drops, through a very precise
distribution of the instrumental and vocal resources. The first movement and the
coda are in the key of D minor, in ostinato rhythm, without any modulation.
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Regardless of the element of passion and fighting motility in the play, the minor
key and subdominant inclinations are the second plan, which reflects the sufferings
of the obstacles faced by the two characters by their families.

The way in which the author works with the development of the theme and
with the changeability of the orchestral invoice is rather typical of minimalist
composers and the effect achieved is similar. But unlike the often tedious
mechanical reproduction of melodic and rhythmic patterns by the minimalists,
the first part of "Crazy Young" seethes with variety and renewal, because
Goshev enriches the texture through intense variation. Thus, conceptually, it is
much closer to solutions that we know from a number of creative works
created in the 20th century than to minimalism.

The variation of the invoice applies to all three vocal parts of the incomplete mixed
choir, composed of sopranos, altos and baritones. According to the author's
requirement, the voices should be youthful. This means that they should be "light"
and timbrely "singed" in order to achieve a brighter sonority and natural
homogeneity of the parts. Such a sound picture would increase the possibilities of
achieving subtle nuances and plastic, diverse dynamic amplitudes. Goshev arranges
the voices in the most comfortable tessitura possible for them, which provides the
choristers with comfort when playing music, and the attention can mainly be
directed to the dramaturgical problems of the textual development and the
preparation of the main climax in the work.

Choral parts are always supported by orchestral instruments that “play" the
corresponding voices in the spectrum of tones and intervals or perform the function
of a pedal. However, the composer nowhere literally duplicates the rhythm of the
choral voices. In the melodic fabric of the vocal parts, the second construction
prevails, and where there are jumps, they are in the intervallic, which does not
make them difficult. With the exception of the second slow a cappella section, the
entire piece from the introduction to the coda unfolds on the basis of a tonic organ
point on the key of D. The organ point is entrusted to a timpani, which imitates a
drum. It is a curious fact that Yordan Goshev used the drum as part of the
percussion in his other works, including in "Rhapsody for Piano and Orchestra".
But here, in the composition "Crazy Youth", built entirely on original folk material,
he surprisingly abandons this emblematic folk instrument. And the probable reason
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Is precisely in his desire for the ostinato rhythm to have a precisely defined pitch
and to perform another function - a pulsating "iso".

"Crazy Young" is a work that successfully fits into the youth choir
repertoire. It is representative of our modern school of composers and offers a
more unusual/specific way of creative thinking. In it, the author Yordan
Goshev achieves his artistic goals with high professionalism and an original
artistic and creative approach. The content of this composition can
successfully be protected in both creative versions in which it exists: as an a
cappella work or a composition for choir and orchestra.

2.2. Works for chamber and string orchestra
2.2.1. "Burlesque" - for string orchestra

2.2.2. "Concerto grosso for chamber orchestra”

2.2.1. ""Burlesque' - for string orchestra

The burlesque for string orchestra was created in 2002. It was performed in
November 2003 in Gabrovo by the Gabrovo Chamber Orchestra.

Parody, as a specific genre, originated in ancient Greek literature and has been
permanently present in all arts for 2500 years. During the Renaissance in ltaly,
parodic works were referred to by the term "burlesque™, the root of which is the
word burla, which literally means mockery.

At the beginning of the 18th century, the term "burlesque™ spread throughout
Europe and was used to denote grotesque works. Among the most famous you. A
similar authorial decision, in terms of form formation, is also observed in the first
part of the work "Symphonic Dances" written in the same year.

As can be expected, when working on a vocal-instrumental work, the logic of the
text is the foundation in the formation and determines the means of expression used
in the vocal parts and in the orchestration. It is noteworthy that Yordan Goshev
unevenly distributes the individual stanzas of Yavorovo's poem and the interludes
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between them. The first and last two stanzas are joined in a common construction.
Thus, although the different texts are clothed with similar intonational material,
there is a pronounced symmetry in the overall formal architectonics.

Orchestral interludes vary in length and thematic material. They are the engine of
the process of building the dramatic structure through the accumulation of sound
mass. The general climax is at the very end of the section and is reached in an
impressive and effective way without dynamic drops, through a very precise
distribution of the instrumental and vocal resources. The first movement and the
coda are in the key of D minor, in ostinato rhythm, without any modulation.
Regardless of the element of passion and fighting motility in the play, the minor
key and subdominant inclinations are the second plan, which reflects the sufferings
of the obstacles faced by the two characters by their families.

The way in which the author works with the development of the theme and
with the changeability of the orchestral invoice is rather typical of minimalist
composers and the effect achieved is similar. But unlike the often tedious
mechanical reproduction of melodic and rhythmic patterns by the minimalists,
the first part of "Crazy Young' seethes with variety and renewal, because
Goshev enriches the texture through intense variation. Thus, conceptually, it is
much closer to solutions that we know from a number of creative works
created in the 20th century than to minimalism.

The variation of the invoice applies to all three vocal parts of the incomplete mixed
choir, composed of sopranos, altos and baritones. According to the author's
requirement, the voices should be youthful. This means that they should be "light"
and timbrely "singed" in order to achieve a brighter sonority and natural
homogeneity of the parts. Such a sound picture would increase the possibilities of
achieving subtle nuances and plastic, diverse dynamic amplitudes. Goshev arranges
the voices in the most comfortable tessitura possible for them, which provides the
choristers with comfort when playing music, and the attention can mainly be
directed to the dramaturgical problems of the textual development and the
preparation of the main climax in the work.

Choral parts are always supported by orchestral instruments that "play" the
corresponding voices in the spectrum of tones and intervals or perform the function
of a pedal. However, the composer nowhere literally duplicates the rhythm of the
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choral voices. In the melodic fabric of the vocal parts, the second construction
prevails, and where there are jumps, they are in the intervallic, which does not
make them difficult. With the exception of the second slow a cappella section, the
entire piece from the introduction to the coda unfolds on the basis of a tonic organ
point on the key of D. The organ point is entrusted to a timpani, which imitates a
drum. It is a curious fact that Yordan Goshev used the drum as part of the
percussion in his other works, including in "Rhapsody for Piano and Orchestra".
But here, in the composition "Crazy Youth", built entirely on original folk material,
he surprisingly abandons this emblematic folk instrument. And the probable reason
is precisely in his desire for the ostinato rhythm to have a precisely defined pitch
and to perform another function - a pulsating "iso".

"Crazy Young" is a work that successfully fits into the youth choir
repertoire. It is representative of our modern school of composers and offers a
more unusual/specific way of creative thinking. In it, the author Yordan
Goshev achieves his artistic goals with high professionalism and an original
artistic and creative approach. The content of this composition can
successfully be protected in both creative versions in which it exists: as an a
cappella work or a composition for choir and orchestra.

2.2. Works for chamber and string orchestra
2.2.1. "Burlesque" - for string orchestra

2.2.2. "Concerto grosso for chamber orchestra”

2.2.1. ""Burlesque' - for string orchestra

The burlesque for string orchestra was created in 2002. It was performed in
November 2003 in Gabrovo by the Gabrovo Chamber Orchestra.

Parody, as a specific genre, originated in ancient Greek literature and has been
permanently present in all arts for 2500 years. During the Renaissance in Italy,
parodic works were referred to by the term "burlesque”, the root of which is the
word burla, which literally means mockery.

29



At the beginning of the 18th century, the term "burlesque"” spread throughout
Europe and was used to denote grotesque works. Among the most famous works
from this period include the Don Quixote Suite by Telemann and the Symphony by
Leopold Mozart. The emergence of the comic opera in the 18th century and the
operetta in the 19th century are permanently associated with the burlesque genre.
With the appearance in 1890 of "Burlesque for piano and orchestra” by Richard
Strauss, the genre occupied new concert territories related to the performer's
instrumental virtuosity. In the 20th century, such works were found in the work of a
number of composers: Mahler, Bartok, Stravinsky, Shostakovich, Messiaen, etc.
This type of genre finds its wide combination in symphonic, operatic, ballet,
etc. creativity, except in instrumental music, in which burlesque is most often
presented as an independent work.

In Bulgarian music, burlesque as a genre appeared for the first time in the early
work of Pancho Vladigerov, who in 1922 created his "Burlesque for violin and
piano"”. The composer subsequently orchestrated the same piece for violin and
orchestra. In this work, the parodic beginning is presented rather symbolically.
While through another of his compositions - "Humoreska", filled with bright humor
and bright mood, he managed to achieve exceptional creative popularity.

In the creative works of Parashkev Hadjiev we find "Burlesque for Trumpet and
Piano". Lubomir Pipkov includes the piano miniature "Burlesque” in the piano
cycle "Spring Priumitsi”. Close to this genre are also "Bucoliki" ("Thracian
scenes") by Konstantin lliev, and the piano "Burlesque™ by Krasimir Taskov is
from recent times.

Among the great fortunes in Bulgarian symphonic music, we can single out
Symphony No. 4 "Burlesque™ for wind orchestra by Jules Levi. It was completed in
1984. In the first two parts, the work unfolds in a completely different direction and
with unusual seriousness in its figurative and thematic messages to the listeners. To
them, the composer adds a final rondo, as in one of the episodes he parodies the
famous hit of the popular singer Lili Ivanova "Fairs" (music by Toncho Rusev,
lyrics by Damyan Damyanov). The extremely successful "joke" is complemented
by the fact that the caricatured melody is played in fortissimo by two trumpets - a
joke to Toncho Rusev, who for many years was a trumpeter in the "Balkanton™
variety orchestra.
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Regardless of the large amount of historical and contemporary examples regarding
the burlesque genre, the composer Yordan Goshev builds an original concept for
his work. In its relatively short development — within 7 minutes, it relies on
contrasting episodes and a refrain section, as well as on a single flow of
development of the musical material. Regardless of the limited dynamic resource of
the string orchestra, it builds many spectacular climaxes, which we can compare to
a continuous succession of tidal waves. The work's coda provokes the listener's
Imagination in the direction of a fantastical imagery that emerges with its
characteristic sonic whimsy, and then the enigmatic melts into the infinity of the
ensuing silence.

The burlesque is written in the form of a rondo with a sharp contrast in the
sequence of the episodes that make itup: A/ B /al/ C/al/ a2/ Bl - with the
function of the Coda.

The piece is atonal with deliberately sought-after consonances in a second
structure, the sharpness of which provokes an idea of a folkloric affiliation to
Bulgarian music, which, in a certain sense, is relied upon to suggest a parodic
beginning.

Goshev's burlesque is an artistic challenge to the performing apparatus as well. The
moment the instrumentalists open the sheet music, they are immediately left with
the deceptive impression that the piece is technically flawless. In the process of
work, however, it turns out that this seemingly unpretentious work requires
considerable effort to achieve lightness and virtuosity, without which the author's
elegant "joke" can hypertrophy into elementary fat humor.

Based on my conducting experience, | believe that this work is extremely suitable
for a small string orchestra in the format of 5 first violins, 4 second violins, 3-4
violas, 2-3 cellos and 1 double bass. With such an executive apparatus - common
and effective, it would be easier to achieve lightness, transparency and airiness of
some basic textured layers. Such a formation will more easily overcome the
difficulty that the tempo of the work offers. It is impossible to speak of any
compromise in terms of achieving the original tempo that the author's score is
based on. Possible deviations from the indicated/prescribed tempo are possible
permissible, but only within the framework of preserving the imagery of the music.
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In all choruses, it is recommended that the instrumentalists play in the middle of the
bow, in order to achieve the already mentioned characteristic lightness and
transparency in the texture. The sixteenth-line passages in bars 48-9 are preferably
in sautille. The ostinato chain in the violas and cellos (bars 123-142), which,
according to the author's requirement, is played with chords, can be further colored
with flautato intonation. According to the taste and fantasy of the artist , this detail
can be performed with a combined manner of voicing between flautato and sul
ponticello. The effect is achieved by keeping the contact point of the bow close to
the fingerboard, and the fingers of the left hand do not press, but only lightly touch
the strings, similar to playing flagolettes. With this combination, the sound retains
its softness as with flautato, but at the same time it is bright, airy and transparent as
with sul ponicelo.

2.2.2. Concerto grosso *"Solar reflections™ - for chamber orchestra

Since its appearance in 1698, the works of Giovanni Lorenzo Gregori and
Alessandro Stradella set secular and ecclesiastical standards for this new genre,
called "concerto grosso”, addressed primarily to stringed instruments. Pietro
Locatelli adds viola to the soloing two violins and cello, and Johann Sebastian
Bach in the Six Brandenburg Concertos - based on the concerto grosso -
experiments with different instrumental formats. JS Bach's addition of woodwinds
and brass instruments, the rejection of the participation of violins, the inclusion of
the harpsichord with a concert-developed part and the division of string instruments
into three equal groups are the seeds from which the genre rose again in the 20th
century and paved the way for its radical renewal. The neoclassicists in the first
half of the 20th century were primarily based on Bach's concept of the genre, and
this is evident in the work of Martinu, Hindemith, Bartok, Stravinsky, and others.
COMPpOSers.

In the works of Bulgarian composers, this genre is permanently present and is
connected with the creation of the chamber ensemble "Sofia Soloists”. This
composition is closely related to the popularization of orchestral baroque music in
our country, and this one - from the first half of the 20th century. The emergence
and activity of the ensemble's activity is an important creative stimulus that gives
impetus to new composer's works. The students of Pancho Vladigerov, Veselin
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Stoyanov, Marin Goleminov and Dimitar Nenov showed the greatest activity, who
entrusted him with the performance of their works.

The first composers of ours who showed curiosity about the genre were Lazar
Nikolov and Konstantin Iliev. Subsequently, Marin Goleminov and Georgi Tutev
created samples that began a concert life outside Bulgaria. Special mention should
be made of the contributions of Lazar Nikolov and Marin Goleminov, who
resurrected Arcangelo Corelli's concept of the concerto grosso. This concept was
later joined by Konstantin Iliev, who wrote "Concerto for 13 Strings and String
Quartet" in 1968. In addition to the chamber ensemble "Sofia Soloists"”, led by the
composer and conductor Vasil Kazandzhiev, the merit of the legendary "Dimov"
quartet should also be noted, which also inspired many composers of the second
creative generation to write works for both ensembles.

Yordan Goshev created his "Concerto Grosso for Chamber Orchestra” in 2013. The
studio recording of the work was realized on 21.01.2021 by the Symphony
Orchestra of the Bulgarian National Radio and conductor Mark Kadin.

Editing and preparation of the main sheet music for the sound recording was
entrusted to me by the author. Such actions are often taken, given the
individual performance qualities of the orchestra players and the specifics of
the orchestral playing of the composition. The corrections made in regard to
the strokes and the additionally marked phrasing naturally received the
composer's approval. They do not change his original creative intention, but
contribute to an even greater relief and brightness of the melodic lines and to
the maximum possible contrast as expressiveness.

At the very beginning of the composition, the author hints at the dialogue,
opposition and competition of the solo wind instruments and the stave, which are
characteristic elements used in the genre's infancy by Corelli. On the other hand,
there is a certain similarity with Bach's concept, which with Goshev is manifested
in the choice of specific instrumentation, including solo flute, oboe, clarinet,
bassoon and French horn.

In this sense, the composer's approach is deeply connected to the traditions
that over the centuries have established such concepts as the basic building
blocks of content. Conductor interpretation of this work can safely be based
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on sustained musical characteristics and established concepts of performance
patterns, which is in the interest of its stage selectability.

The solo parts are developed virtuosically, interacting in the textural development,
presented mostly in unison or in their two-part exposition. In fragments with a
vertical chord construction, the composition of the chords is also duplicated in the
bar. In this way, the composer avoids the unpleasant vertical imbalance that is
typical when assigning chord tones to disparate wind instruments. Especially when
they fall into registers where the timbre and dynamics can hardly be adjusted by the
performers so that the chord sounds homogeneous.

Regardless of the adherence to the two points of view of the genre of the baroque
concerto grosso - in terms of form and generaloto dramaturgical construction,
Yordan Goshev declares a creative similarity regarding the construction of the
musical form and with Stravinsky's concept. The development of the musical
material is also presented here in the familiar sonata form, which Stravinsky also
relied on in the first part of his "Concerto for String Orchestra™. Laconism,
procedurality and dynamic constructions are also very close as effective concepts in
his composition.

Goshev's approach to the creation of this work presents the Concerto grosso
""'Sunshine™ as a collective form of his diverse compositional ideas, which
found their creative incarnation in the author's music.

The structure of the sonata form in which the work is written is traditional:

e exposition part - first theme, second theme, conclusion;
o development - initial phase, intensive phase, general climax zone, cadence;
e reprise - first theme, second theme, coda.

The characteristic features of the musical form related to the dramaturgical
concept of thematic development in this composition are the following elements:

* strong instability, dynamic procedurality and intensity in the area of both
topics

 appearance of new thematic material in the development, at the end of
which is the general culmination of the work
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» ensemble cadenza of the solo flute, oboe and clarinet, which has the
function of preparation for the reprise

» lack of a pronounced contrast between the first and second themes

* sonata form, in which, due to the appearance of new thematic material in
the development and the literal reprise, a complex three-part form is projected in
the background.

Without pretending to interfere with the creative intentions and decisions of
the composer, | would direct the performance of the Concerto grosso "'Solar
Glares™ rather to an extended orchestral composition: 7 first violins, 6 second
violins, 5 violas, 4 cellos and 3 double basses . I think that in this way an even
more impressive dynamic relief can be achieved in the dramaturgical
development. Spectacular contrasts and climaxes would acquire maximum
brilliance and suggestion with the enormous energy charge that is invested in
their content.

In conclusion, | want to share my sound recording experience with works in
which a constant tempo prevails, such as the work of the composer considered
in this case. More and more producers and sound engineers are forcing the use
of click into the workflow with such pieces. Their first argument for this
controversial technology is that it saves musicians unnecessary effort and time.
The second is that when editing, all the takes are at a perfectly uniform tempo.
This method does create the comforts described above, but it "'stiffens' the
musical development and deprives the interpretation of emotional charge and
spontaneity. With a click, it is not possible to achieve effective agogic and
phrasing with natural rubato. And the "'listed duration' of the general pauses
would destroy the impact of the specific emotions that dominate the conductor
and the instrumentalists at essential moments of the development of the
musical narrative. The music must be recreated in its natural logic of
development and organized in its playing time, in accordance with the artistic
qualities of the performing ensemble and under the skillful professional
guidance of the conductor. The vocation of the performing apparatus is to
reveal the composer's artistic intentions, embedded in the particular work

35



being performed, and to present his emotional world in the best possible way
and with individual creative commitment and responsibility.

CONCLUSION

The set main task and goal of the dissertation research - to systematize the
performance issues in the performance of the symphonic work of the
composer Yordan Goshev, is fully fulfilled and consistently presented in the
rehearsal, concert performance and sound recording process. The processes
are examined in detail, according to the individual problems of the
instrumentation used by the composer. Difficult and more complex
performance moments in the stage realization of his symphonic and chamber
orchestra work are commented on. Possible theoretical approaches for
mastering certain technological moments are presented, guidelines are also
given in conducting work that can facilitate performance moments.

A comprehensive study of the main characteristics of the means of expression
and the individual artistic thinking of the composer Goshev has begun. The
considered works, written in a time span of 12 years, the structural and
interpretive analyses, give grounds for some generalizing principled
conclusions related to his orchestral work and individual compositional style.

1. The creative thinking of the composer Yordan Goshev in his
symphonic and chamber-orchestral works presents the author's connection
with the traditions, bequeathed by the second generation of Bulgarian
composers and continued by the following generations.

2. The musical language, which is characteristic of the composer, brings
him closer to compositional principles learned from various national schools i,
and especially strongly with the intonation influences of Bulgarian folklore
from the Shops and Macedonian regions.

3. In his works from the studied genres, stable components can be found
in terms of form formation, harmonic language, polyphonic concepts - used
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relatively more sparingly, and preferred combinations of combinations of
different instrumentation.

4. The author prefers classical musical forms: simple and complex two-
part and three-part, various types of variation forms, rondo, contrast-
composite and sonata form.

5. The orchestral invoice - presented predominantly as two-plan and
three-plan, treats equally all instrumental parts included in the respective
work.

6. The metrorhythms of the researched creative works are extremely
rich. The classical time signatures are naturally combined with the uneven
measures traditional for Bulgarian music. They are presented with a wide
variety, they give a particular vitality and pulsation to the musical fabric.

Various aspects of the techniques used by the composer Yordan Goshev can be
pointed out, which introduce the performers and the listeners to his almost
recognizable musical style with a specific sound expressiveness and a different
contrasting energy of development and movement of the musical material. His
music has an accessible character and an immediate impact with the purity of
linear development in the expression of contrasting emotional states. For its
correct performing reading, it is required to develop an interpretive sense regarding
the construction of the imagery and the sound coloristic characteristic, in which the
"national’ is brought to the fore - as the main meaning code, through its
melodic and metrorhythmic emphasis.

Examining the stylistic features and musical language of Yordan Goshev in relation
to his orchestral work should be linked to certain specific circumstances
accompanying the creation of his works. This especially applies to his Symphonic
Poems, in which he presents himself as a professionally and socially engaged
author, actively present in modern Bulgarian music and the modern musical-
cultural space in general.

Among his brightest achievements, three conceptual directions can be tentatively
noted, in which the connections in the approaches and means of expression are
relatively clear and clear, but also intertwine in some details. They can be
expressed as follows:
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Chronological conceptual connections in orchestral works

of Yordan Goshev

First concept Year of | Second concept Year of Third concept | Year  of
line creation | line creation line creation
Rhapsody for 2006 ,Crazy Young“ 2008 Burlesque 2002
Piano and by text of for string
Orchestra Peyo Yavorov orchestra
Symphony No. 2 2007 Symphonic 2008 Symphony No. 3 2012
Dances
Symphonic 2007 Concerto grosso 2013
poem "llinden™ for chamber
orchestra
Concerto for 2013
violin and
orchestra
Symphonic 2014
poem "'Batak™

Knowing these three conditional conceptual directions will help performers of
Yordan Goshev's orchestral work in their specific interpretations, which can be
enriched with ideas from his other works, solved with similar approaches at certain
specific moments.

REFERENCE FOR CONTRIBUTION MOMENTS

1. For the first time, Yordan Goshev's orchestral work as a performance issue is the
subject of an accent study.

2. The artistic and creative contribution of the dissertation is the concert
performances with the Gabrovi Chamber Orchestra and the recordings with the
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Symphony Orchestra of the BNR of some of the analyzed works in the present
work, as well as editorial work in the preparation of the recording in the BNR of
Cocherto grosso for chamber orchestra and the future premiere of Kooncerto for
violin and orchestra.

3. The dissertation presents some stylistic interactions in Yordan Goshev's work
with the works of European and Bulgarian composers.

4. An attempt has been made to systematize Yordan Goshev's orchestral work of
the last 12 years, highlighting chronological conceptual connections between his
works of this period.

5. Practical instructions for conductors and performers are presented for solving
some problems of a technical and artistic nature in the rehearsal process, sound
recording and concert performances.
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