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YBOJ

Hasnuszanero Ha akopaeoHa B bearapus B HayanHuTe roguHu Ha XX
BEK € Mpollec, KOMUTO MPEMUHABA MIPE3 pa3iIMyHU €Talld, IOCTENIEHHO JOBEIU
0 YTBBPXKIABAHETO MY B MY3UKAJHO-W3MIBJIHUTENCKATa INPaKTHKa U
000CO0sIBAHETO Ha pPa3NUYHA IIOCOKH, XapaKTCPU3UPAIIH aKOPIECOHHOTO
n3KycTBO. ['01MHUTE HA YTBBPKJaBaHE U Pa3BUTHE HA akopeoHa B bbarapus
€ CBHP3aHO C UMEHaTa Ha MHOTO IIeZIar03H, OCHOBHO B c(hepaTa Ha HAYAITHOTO
oOyuenue. Hskom OT TIX ca OCTaBWIM TpallHa cliea B OIpPEICIICHO
HampaBJieHWe Ha Objirapckara akoOp/IeOHHA IIKOJa, HO JEWHOCTTa Ha HHUTO
€IMH OT TIX JO MOMEHTa He ¢ Omiaa O0EeKT Ha Hay4yHO-TCOPCTUYHUTE
u3ciensanus. ToBa ca mpernoaaBareiv Aadi CBOSI IPUHOC H B 000raTsIBaHETO
Ha OBITapCKHs aKOpACOHEH pernepToap, He3aBUCHUMO 32 KaKBa Bb3PacTOBa
TpyIa cTaBa BBIIPOC, KaTO HAKOU TEXHH MPOM3BEACHUS /TPAHCKPHUIIIIAN FITH
OpUTHHAIHU aKOPACOHHW/ TIPOIBIDKABAT Ja C€ M3ITBJIHABAT Ha KOHIEPTHUS
[IOJAUYM, HO MMEHaTa UM C€ CBBP3BAaT €IUHCTBEHO U CAMO C OIPEAEICHU
KOHKPETHU TPOMU3BEJCHUS, U TEXHUAT MPUHOC BUHATH CE € ChOTHACSI 1O
AKOPJICOHHUS PENEPTOAP.

AKTYaJHOCTTA HAa HACTOSILIOTO M3CJIeIBAHE CE OIpelens OT
cieqHUTE acnekTH: HaydHO-TeopeTHMYHOTO HaIpaBiieHHe B Obirapckara
aKOpPJICOHHA IIIKOJIA HE MOJyYd HEOOXOIMMOTO pa3BUTUE IIPe3 FOAMHUTE Ha
YTIBBPKJAaBa-HETO U PAa3BUTHETO HA AKOPJICOHA, 3a pas3lidKa OT Hay4yHO-
METOMYECKOTO, KOETO CE pa3BH B /IBE IIOCOKHM: ITbpBaTa, MMallla OTHOIICHNE
KBbM Pa3IMYHATE METOAMIECKN CUCTEMH 3a Ha4aJIHO 00ydeHue 1 BTopaTa /mo-
cnmabo 3acTeeHa/ KbM M3SCHABAHE HA OMNpENEJICHH TPOOJIEeMH OT
M3IBIHATEICKO ecTecTBO. Jlo MOMEHTa MMa caMO YeTHpPH HaydHH
W3CIIE/IBaHMS, Pa3IIIeXKIalli B HICTOPUIECKH TUIaH OTJCITHH IPOIIECH B PAa3BOSI
Ha OBJITapCKOTO aKOPJICOHHO M3KYCTBO, B KOUTO CE Pasriek/ia MPUHOCHT Ha
OTMpenieeHn TeJarosd B KOHKPETEH AacleKT, B KOHTEKCTa Ha
M3CIJICIOBATEINICKUTE Te3M 0€3 1a ce aHaJIM3Mpa MHOTOIOCOYHO NMPUHOCHHSAT
XapakTep Ha TsaxHara faeiiHocT; IlpuHockT Ha ['eopru Mures 3a pa3BUTHETO
Ha aKOPJICOHHOTO M3KYCTBO € OMJI 00EKT caMo Ha eHa Hay4JHa pa3padoTka, B



KOHTEKCTa Ha Pa3BUTH-ETO Ha MOJM(POHUYHOTO HallpaBjieHUe B Obirapckara
aKOpJECOHHA JIUTepaTypa.

O0ekT Ha U3c/IeIBaAHETO € TBOpUECKa AeHHOCT Ha ['eopru Mures.

IIpenmer Ha M3cieBaHETO € aBTOPCKATa My3WKa, TPAHCKPHIILINH,
apaHKMMEHTH U OpKeCTpalLUM B TBOpueckara AeiiHocT Ha ['eopru Mutes.

Ien na uscaensanero Jla ce aHanusupa TBopyeckara JEWHOCT Ha
I'eopru MuteB u 060C00AT KOHKPETHUTE PUHOCHH MMOCOKU B COJIOBHS U aH-
caM0JI0B penepToap, OKa3ajiH BIMSHUE BBPXY Pa3BUTHUETO HA aKOPIEOHHOTO
M3MBIHUTEINCKO M3KYCTBO B bbirapus cinen cpeaara va 70-te roaunu Ha XX
BEK.

IlenTa ®  mnpeaMEeTBT HAa  H3CIAEABAHETO  NPEIONPEHEIIAT
HEOOXOIMMOCTTA OT TIOCTaBsHE U pelllaBaHe Ha CICTHUTE 3aJa4H:

— J1a ce 0000LIAT MOCTUTHATUTE PE3YJITATH B pa3Bosi Ha ObJrapc-kata
aKOpJICOHHA IIIKOJIa 0 cpenara Ha 70-Te TOJAMHU U aHANW3UPA CTEIICHTA Ha
MIPUEMCTBEHOCT U MTOCOKHUTE Ha Pa3BUTHETO Clie/l cpenara Ha 70-Te ToOIMHM Ha
XX Bek 10 OTHOIICHHE Ha U3MBJIHUTENCKATa chepa U CTHIOBO-)KAHPOBHUTE
0COOEHOCTH B XY/I0)KECTBEHUS pErepToap;

— Ja ce KOHKPeTH3MpaT BOJCLIMTE IIEHTPOBE 3a aKOpPJCOHHO
oOy4enue cien cpenara Ha 70-Te TOOMHU M mocodyar (DAKTOPUTE OKas3alu
BJIMSIHUE BBPXY TSIXHOTO 000C00sBaHE;

— Jla ce ONpeNeNsaT OCHOBHHUTE JIMHUU B TBOpYECKATa JACHHOCT Ha
I'eopru MuteB u ananu3upat GakTopuTe, 00yCIOBUIN TBOPUECKHUTE MOCOKH;

— JIa Ce aHAIIU3UPAT CTHIOBO-)KAHPOBHUTE OCOOCHOCTH B aBTOPCKUTE
COJIOBH M KaMEPHO-MHCTPYMEHTAIHH npou3BeeHus Ha ['. MureB u 0060cobu
cneunq)m(aTa Ha U3IIBJIHUTECJICKATA np06neMaTm<a 3aJI0KCHA B TAX,

— Jla ce aHaJM3HpaT KOMIIO3UIIMOHHO-(QAKTypHUTE OCOOEHOCTH B
TPaHCKPUILIMUTE, apaH)KUMEHTUTE U OpKecTpauuuTe Ha I'. MuTeB BbB Bpb3Ka
M3ITBIHUTEIICKATa TIPOoOIeMaTHKa.



MeTonosoruyeckara OCHOBAa Ha U3CIEIBAHETO Ca HCTOPUKO-
KYJITYPOJIOTHYHUST, TEOPETUUECKHUAT U U3IMBIHUTEICKUAT MOXOIH.

TeopeTHueckaTa 0CHOBA Ha U3CIIIBAHETO ce Oa3Mpa Ha TEOPETUKO-
HayYHHUTE DPa3pabOTKH, aHATM3MUPAIIN OIPEAEICHH INPOIECH B pa3Bos Ha
OBJITapCKOTO aKOPACOHHO H3KYCTBO.

MeToau Ha H3CJ1eIBAHETO: TEOPETUKO-aHAINTHICH B HCTOPUIECKH
KOHTEKCT, CBBP3aH C PAa3BUTHETO HA aKOPACOHHOTO M3KYCTBO B bbarapus;
ouorpaduuen, oTHacsm ce 10 (aKTOJOTMUecKaTa WHTEpIpeTanus Ha
TBOpUYECKaTa W Iejarormyeckara aedHoct Ha I. MuTeB; XepMEHEBTHYEH,
CBHOTHECEH KbM OTKpOsIBAaHE Ha CMHCHJIa Ha U3I0JI3BAHUTE HU3pa3HU CPEJICTBA,
B KOHTEKCTa Ha aBTOpoBaTa HJEs; METOJ] Ha MHTEPBIOTO; METOJ] Ha
0000IIEeHNEeTO B KOHTEKCTa Ha 000COOSBAaHETO Ha NMPUHOCHUTE MOMEHTH B
TBOpUecKara ielHocT Ha ['. Mures.

CTpyKTypa M 06eM Ha JUCepTALMOHHUS TPYA.
JucepTatnoHHUAT TPYA ChABPKa 00mo 161 crpanwmu, ot kouro 137 ca
OCHOBHHS TeKCT, 4 6nbnmorpadus u 20 cTpaHUIH ca MPHUIIOKCHHUS.
B KOMIO3MIMOHHO OTHOIICHHWE CE CHCTOM OT YBOJ, TPH TIJIaBH,
3aKJroueHue U u3Boau. bubnumorpadusirta ceabpixka 94 n3ToUHMKA.



CBABPXAHUE HA JTUCEPTAIIMOHHUA TPY ]

YBoabT BbBEX/1a B Po0JIeMaTHKATa HA TEMATa, KaTo MPE/ICTaBs KpaTKa
000CHOBKA Ha TeMaTa, aKTyaJHO ChCTOSHIE, GopMHpaT ce 00eKTa, IpeaMeTa,
LeNITa, 3aJa4lTe U METOJUTE Ha H3CIIe/IBaHe.

ITbPBA I'VIABA. TBOPYECKH IMPO®NJI HA TEOPT’'M MUTEB

II'mpBa raaBa ce ChCTOM OT TPH pasfelnia, oTpas3sBamy onorpadpuaHu
JaHHYU ¥ (haKTOpH 00yCIaBAIIM HACOYCHOCTTAa HAa TBOPUYECKUTE MHTEPECH HA
I'. MureB, ompenemsiiiy MOCOKM W IPUHOCHH MOMEHTH B TBOpYEcKaTa M
nejarormyecka My AeifHocT. Pasriexnar ca mpomecure CBbpP3aHH € pa3Bosi Ha
OBJITapCKOTO  aKOPACOHHO-M3IBIHUTEICKO H3KyCTBO M OBJTapckara
aKOpJICOHHO-TIeJarorMyecka IKoja a0 cpeaara Ha 70-Te W ciep cpejaTta Ha
70-te roguan Ha XX BEK 40 HAIIU JHHU.

1.1. BuorpaduyHn JaHHU

[smocTHaTa TBOpYeCcKa M NeAaroruuecka jaeitHoct Ha MuteB e
CHUHTETHYHO 00BBp3aHa. OOocobeHM ca TpH erama B TBOpUYECKara |
nelaroruyeckaTa My aeiHoct. TpsOBa mga ce oTOenexw, ye BTOPH U TPETH ca
cBBp3aHu ¢ AeitHocTTa My B AMTUU nipod. ,,Ac. Inamannues“— [LnoBaus.

II'vpBu eTan /1965-1975/ Brirousa 00yuenuero 868 BMITU—ITnosaus,
B kKoiTo I'. MUTEB ycBOsIBA 0COOEHOCTUTE Ha MY3MKAIHO-M3ITBIHUTEICKOTO
M3KYCTBO U 00yueHHe. 3a/IbJI00UEHOTO H3yuaBaHe Ha CUM(OHUYHA U TyXOBa
OpKecTpalys, 4acoBeTe MO TMOJU(QOHHS W XapMOHHS OKa3BaT I0-KbCHO
BIIMSIHAE BBPXY HEroBaTa NPENoJaBaTeCKa, MY3HMKaTHO-M3IIBIHUTENICKA U
KoMIo3uTOpcKa neiHocT. IIpe3 1969 rommHa e gomycHaT A0 ydyacThe B
Internationaler Akkordenwettbewert Klingental. Toit e mbpBusiT Gbarapcku
y4acTHHK B KaTeropusra Ha mnpodecuoHamucture. Pabotn c¢ ,KkBaprer
Pononmrobue“-AcenoBrpan, crnomaraiiku 3a oQOpMSIHETO Ha TEXHUS
peneptoap. IIpe3 1970 I'. MureB 3amouyBa memarormdyecka paborta, B Tpaj
IIpoBaaus, a mpe3 cnexsamara 1971 r. medenw KOHKypC 3a AUPUTEHT Ha
aHcamO®bJa 3a mecHH ¥ TaHI Ha BM®-Bapna. B To3u neprox MuteB npasu



U NBPBH ONHTH B TOCOKa TpaHcKkpuOupane Ha baxoBm oprannm
NPOM3BE/ICHNS 32 aKOP/JICOH, apaHXKHpaHe U OPKECTPUPaHe.

Bropu eram /1975-1998/ 3amouBa memaroruvecka pabora B AMTHUU
mpod. ,,Acern Jmamanmmes‘‘— IlmoBmmB. HacouBa cBosTa memarormuecka
JEHHOCT HE caMO KbM ()OPMHUpAHE Ha COJIMCTUYHHI YMEHUS Y CBOUTE CTY/ICHTH,
HO W aHCaMOJIOBH TaKWBa, TPAHCKPHOWPAWKH MHOXKECTBO Pa3HOOOpa3HU B
CTHJIOBO M JKaHPOBO OTHOIIEHHE IPON3BEACHHS 32 COJIO AKOPICOH, Pa3INIHI
WHCTPYMEHTAIHH ¥ BOKAJIHO-MHCTPYMEHTAIHH (GopManuu. Ajantupa
IbPBUTE y HAC NPOM3BeJCHHSI 3a COJI0O AKOPACOH U CUMGPOHHYECH
opkectnp. [Ipe3 1987 1. ch3gaBa U ppKOBOAU KIY0 ,,AKOPACOHHUA KaMEPHH
cheraBu mpu AMTUU, nocraBsiiku Ha4anoTo Ha 0opMsIHE Ha aKOPICOHEH
aHCaMOJIOB pemepToap /emHa He3ambJIHEHA 10 TO3M MOMEHT HHINA B
OBJrapcKus pemneproap/.

Tperu eramn /ot 1999~/ B To31 eTam HacouBa CBOMTE CTYIACHTH HE CaMO
KbM (POpMHpPAHE HA COJIOBU M aHCAMOJIOBO-M3IBIHNTEIICKH YMEHUS, HO U KbM
CaMOCTOSTEITHO apaHXMPaHE HA PA3IMYHU B CTHIIOBO U ’KaHPOBO OTHOLICHHE
nuecu. MzgaBa MerogudeckoTo nocobue ,,MeToan 3a yChBBPIICHCTBAHE Ha
MEXO0BaTa TEXHHKA IIPH M3ITbIHECHNE HA MOMH(POHNIHA My3HKa Ha aKOPJICOH .
Criomara 3a BKJIIOUBAHETO Ha AaKOPAEOHA B CAMOCTOSITENHA CEKIUS Ha
aKaJeMUYHNTE KOHKypcH 3a baxosa u ¢percka my3uka. B Hagamoro Ha XXI
BEK M3/aBa COOpHHUIMTE C TPAHCKPUIIINH: ,bIaro3BydyHHAT TroOBOp Ha
npscrute Ha Moxan Mareson® /2008/ u ,,ITnecu 3a akopaeon ot dp. Kynpen*
/2010/. Tyx Tpsi6Ba aa ce ordenexu u nyonukyBanusT npe3 2011 r. aBTopcku
coopruk ,Iluecn 3a akopAeoH”, B KOWTO MUTEB BKIIOYBA BCHYKHA CBOU
COJIOBH KOMITO3HIIUH.

1.2. daxropu, 00YyCJIOBHIM HACOYEHOCTTA HA TBOPYECKHTE
HHTepecH
AKOp/ZICOHBPT HABJIM3a M C€ YTBBpXKJaBa B ObJITapckara MY3HKAITHO-
M3MTBIHUTENICKA PAKTHKA B HAYAIOTO Ha XX BEK, KaTO MPUIMHUTE OCHOBHO
Ce CBBP3BAT C HETOBUTE TEXHUKO-KOHCTPYKTUBHU OCOOEHOCTH M TIPOU3THIA-
IIUTE OT TOBA XapMOHUKO-TEMOPOBH U COJNIMCTHYHH XaPAKTCPUCTUKH.



1.2.1. O0ekTHBHH, OTHACAIIA ce A0 Pa3Bosi HA OBJrapcKoTo
AKOPIEOHHO H3KYCTBO
O06ocobsiBaneTo Ha (akToputre, OOYCIOBHWIM HACOYCHOCTTa Ha
TBOpYECKHUTE HHTEpecH Ha I'. MUTeB H3MCKBa J]a c€ OTKPOAT B 000OIICH TUIaH
MIOCTIDKEHUATa Ha OBJITapckaTa akOpJAeOHHa IIKoila 10 cpemata Ha 70-Te
roguHA Ha XX BEK M ITOCOKHUTE Ha Pa3BUTHE CIIEd TO3H MEPHOJ, C IIeT
OTKpOSIBaHE MSICTOTO W 000c00sBaHEe HA IPHHOCHUTE MOMEHTH B JEHHOCTTA
Ha I'. MuteB, M3X0XAallkl OT ILSUIOCTHOTO CBCTOSIHUE HA aKOPJAEOHHOTO
U3KYCTBO B bbarapus.

1.2.1.1. Brarapckara akopaeoHHa IIKoJIa A0 cpeaaTa Ha 70-te
roauuu Ha XX Bek
Jo cpenara Ha 70-Te r. Ha XX Bek mnpeoOianaBaT TPaHCKPHIILMUTE,
MIPEANMHO Ha IHECH OT eroxara Ha POMAaHTH3Ma, HO M Ha NPOU3BEICHUS OT
Owsrapcku aBTopr. KamepHOTO My3ummpase e cyiabo 3acThIIEHO, HO CEpHO3HO
MIPEANMCTBO C€ OTAaBa Ha aKOPACOHHO-OPKECTPOBOTO HAIPABICHUE, B KOCTO
Ce PETUCTPHUPAT MHOKECTBO YCIIEXU Ha MEXIYHAPOAHO W HAIMOHAITHO HHUBO.
[TpuopureTHUTE MOCOKM IO TO3M €Tall — HM3MBJIHHUTEICTBO, NMPEAH BCHYKO
COJIUCTUYHO, aKOPACOHHO-OPKECTPOBO U OTPAaHMYEH B CTHUIIOBO M >KaHPOBO
OTHOILIEHHE PErepToap.

1.2.1.2. Bparapckara akop/ieOHHA IIKO0Ja cJie] cpeaara Ha 70-Te
roauHu Ha XX Bek
Ot cpenata Ha 70-Te roguan Ha XX BeK OOYYCHHETO IO aKOPICOH
HaBJIM3a BbB BCUUKH CTEIICHH Ha OBJITapcKoTO 0Opa3oBaHue. B chimoro Bpeme
TOH TpallHO Ce YCTaHOBSIBA B pa3IMYHHUTE CHCTABH 3a HapodHa U 3a0aBHa
My3uka. ToBa ompenenst U JBeT€ B3aUMHO CBBbp3aHHM OCHOBHM HAacOKU Ha
pa3BuTHE Ha OBITAPCKOTO AaKOPJACOHHO W3KYCTBO: MeJaroruvecka W
KOHIIEPTHO-U3MbJIHUTEJICKA. Pa3BosAT B OTOENsA3aHUTE JBE IOCOKH €
HEOTMEHHO CBBpP3aH C MPUEMCTBEHOCTTA — MEXIY OTICIHUTE CTETICHH Ha
oOpasoBaTeHaTa CUCTEMa, TPAAUIIMOHHHUTE TEIarorHuecKd CHCTEMH, a OT
JIpyra CTpaHa 3auMCTBAHETO Ha TMEJarorM4ecKd HJEH OT BOJEIIUTE
aKoOpJIeOHHU LIKosu B EBpona.
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1.2.1.2.1. A30bJTHHUTEJICKO H3KYCTBO

[TpuopuTeTHOTO pa3BHTHE Ha M3IBIHUTEICKOTO M3KYCTBO B bbirapus
3aKOHOMEPHO JIOBEXJa B HavyaloTo Ha 70-Te TOAMHM 1O pealu3upaHe Ha
uziesTa 3a OpraHW3UpaHe Ha OBITapCcKH AaKOPAECOHEH KOHKYpPC, aBail]
BB3MOYKHOCT 3a U35Ba U ChIIOCTaBKa Ha pazauuHure mkouu. [Ipe3 1971 r. ce
yupensBa HanumoHamHUAT KOHKypC ,,Mian my3ukanT® — YupnaH, KOHTO B
MpOABIDKEHHEe Ha JABITH romuHu /mo 1993/ paskpuBamie mporecure,
mpoOJIeMUTE W PAa3BUTHETO Ha OBITapCKOTO AKOPACOHHO H3ITBJIHUTEIICKO
n3kyctBo. B neprona 1993-2002 r. ce nmpoBexnar pa3iuyHu MEXAYHAPOIHU
CeMHMHAapH M MaiCTOPCKM KJacoBe, MpaBsAT Ce ONMUTU 3a y4peasBaHe Ha
KOHKYpPCH OT paHra Ha ,,MuaJ My3uKaHT®, HO Ce CTHTHa J0 U3BOja, 4e €
HEeoOXxoMMa NpOMsiHA B MOJX0JIa PU OpraHU3MPaHETO Ha Mojo0eH (GopyMm.
IIpe3 2002 r. obmmua Horu IMazap u HY ,, Xp. boreB” mocraBuxa HavaioTo
Ha HanuoHanmHMS KOHKYpC C MEXIYHapoOAHO ydacTue ,,laHIfyBamu
KJIaBHIIN, B KOWTO aKIEHTHT O MOCTaBEH BHPXY OPUTMHAIHUS KOHIEPTCH
pereproap, KakTo OT OBITApCKH, Taka M UyXKIECTPAaHHH KOMIIO3UTOPH,
pasKpuBaml  MO-IBJIHO  MY3HKaTHO-M3Pa3HUTE  BB3MOXHOCTH  HA
WHCTPYMEHTA.

1.2.1.2.2.Xy0:ecTBEH peneproap

XyI0KECTBEHUAT aKOPACOHEH perepToap MOXKe 1a Obe KITacuPpUIInpaH
10 pa3IWYHH NPHU3HALH, HO C OTJIe]l TEMaTHKaTa Ha HACTOSIIOTO M3CIIEABAHE
B 0000mmeH Bun mie ObJar OTOENs3aHM Hail-ChLIECTBEHUTE OCOOEHOCTH.
Kacaemy OOYYEHHETO IO AKOPJECOH B MY3MKAJIHUTE YUWIMIIA M BHCIINTE
yuwmmma. ToBa ce Hanmara oT ¢akra, 4ye TBOpUeckara AeiHHOcT Ha Mures e
TACHO OOBBp3aHA C IMeAarormueckara My, kato mpemomaBaten B AMTUU-
[MnoomB. Odopmar ce aBe mocoku Ha pasBurue: IlbpBaTa mocoka —
CBBP3aHa ¢ pa3BUTHUETO Ha COJIMCTHYHU YMEHHsI, HO C IIpeodiiaiaBal] HHTepec
KbM M3IIBJIHCHUETO Ha OPHTHHAIHU TIPOU3BEICHHS MpEJd BCHUYKO OT
qyXJIeCTpaHHH aBTOpH,; BTopaTa mocoka — CBBp3aHa C Pa3BUTHETO Ha
KaMepHO-aHCaMOJIOBM yMEHHs, 00OraTsBaHe Ha KOHIIEPTHHSA pENepToap ¢
MIPOU3BEACHUS OT OBJITAPCKU M TYXKJICCTPAHHU aBTOPH.
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1.2.2. CyGexkTHBHH, OKa3aju BJWsHUE BHPXY e€TambT Ha
HAYaJIHOTO TBOpYecko ¢popMupane
Pasrnenanu ca B ase nocoku: IIbpBaTa e CBbp3aHa C BIMSHUETO Ha
cpenara, (opMupana MPeANOCTABKUTE 3a TBOPUYECKA ACHHOCT /HMBOTO Ha
pa3BUTHE HA aKOPJCOHHOTO M3KYCTBO M BJIMSHHETO HAa HETOBHUTE YUHTEIH/.
TBopueckusaT KOHTAKT ¢ AceH BaxkapemoB ompenens ¥ IOcOKaTa B
TBOPYECKOTO PA3BUTHE HA MHUTEB, HACOUYEHA KbM NPOAbJIAKABAHE TPAIULMH-
Te Ha MPeIUIIHOTO MOKOJEeHHMe MEJaro3u-KOMIO3UTOPH, CBBP3aHA ChC
Ch3/laBaHe M M3IIBJIIHEHNE Ha OPUTHHAIECH OBJIrapCKH akOp/ICOHEH penepToap.
Bropara mocoka MMa OTHOLICHHE KbM INPO(GECHOHATHO OIpPECISIIIUTE
(axkTopy, OKazaly BIMSHHE BHPXY TBOPUYECKOTO M3pacTBaHe Ha MuTEB —
Cb3/laBaHe, NONBIBAHE U 00OraTsABaHE Ha XYyIOXKECTBEHUS peENepToap C
MIPOU3BEACHUS OT PA3IUIHU CIIOXH.

1.3.0npenesimy NOCOKH M MPHHOCHH MOMEHTH B TBOpYECKATa U
neaarorn4ecka AeiHocT
Heitnoctta Ha . MuteB e pasHOMOCOYHa, OOXBaIlalia OCHOBHHTE
IIOCOKH B Pa3BUTHETO HAa aKOPJEOHHOTO M3KYCTBO B bbirapus cien cpenara
Ha 70-te roguHu Ha XX BEK, 8 UMEHHO — U3IIBJIHUTEJICTBO /KOHIIEPTHH HU35BU
U 3BYKO3alKCHA JCHHOCT/, MEJaroruka /KOHIEPTHH W3SBH W Harpajd Ha
CTYJICHTH, METOINYECKA M HAyYHO-TEOPETHUYCCKA JINTEPATYPa/ U Xy J0KECTBEH
penepToap /4pe3 aBTOPCKUTE MPOU3BEACHUS, APAHKUMEHTH U TPAHCKPHUIIIIUN
3a COJIO aKOPJCOH U Pa3InYHU KaMepHH (opManuu/, BCUUKH T€ CHHTETHYHO
00BBP3aHU W B3aUMHO JIOIBJIBAIIU CE M OTKPOSBAIIN MPUHOCHUAT XapakTep
Ha IEHHOCTTa My 3a Pa3sBUTHETO HAa OBJITapCKOTO aKOPISOHHO U3KYCTBO CIIEH
cpenara Ha 70-T€ TOAMHU.

BTOPA I''TABA. ABTOPCKH NPOU3BEJEHUS 3A AKOPJEOH
BTopa riasa ce cbCTOM OT /1Ba pas/eia pa3KpHUBaIly Pa3IHIHN aBTOPCKU
(akTypHH MOIXOAM MPH CTPOSKA Ha My3UKAITHATa (pOpMa, N3TBIHUTEICKA U

ecTeTHYecka IpodjieMaThka B COJIOBHTE W KaMEPHO-MHCTPYMEHHTAITHHU
NIpOU3BENCHUS HA MUTEB.
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2.1. CoJ10BH NIPON3BEICHUSA
OcHoBHaTa yacT OT TBOp4ecTBOTO Ha [. MuTeB € opueHTHpaHa KbM
(dopMupaHe  XyHOXKECTBEHHS  peleproap 3a  pa3iMyHH  KaMepHO-
HHCTPYMEHTAIHH CBCTaBH, KaTO aBTOPCKHTE COJIOBH HPOW3BENCHUS 32
aKOpAEOH 3aeMaT 3HAYMUTEIHO II0-MabK I U Ce MNPUYUCIABAT KBM
BUPTYO3HHTE KOHIEPTHH IIHECH, KOHIEHTpUpamm B cebe cH cepuosHa
U3ITBJIHATEIICKA TPOOJIeMaTHKa.

2.1.1. ABTOpckM NOAXOAH NPH CTpPoe:ka HA My3HKATHATa
dakrypa
OTKpOsIBAaHETO Ha XapaKTepHH MNOAXOAM NpU (aKTypHUS CTPOEK B
COJIOBUTE TIPOU3BEICHHA Ha MMHTEB HMa 3a el TUIOJIOTM3HPAHETO UM
HE3aBHCUMO OT THMa (akTypa. AKO B HIKOHM OT IPOU3BeIeHHsATa (haKTypaTa e
3BYKOBO HEHACHTEHA, OTJIIMYABAINA CE C IIPOCTOTA Ha M3Ka3a, BKIIOYUTEIIHO U
10 OTHOIIEHHE HA HHTOHAIMOHHO-PUTMHYECKUTE OCOOCHOCTH, TO IIPH JPYTH
TSI MOJKE JIa CE OIIPE/IENH, KaTO MHOTOILIACTOBA, IOPY HA MECTa IPOBOKUpAILa
MI0-CEPHO3HN TeXHH4YeckHn npobiemu. Ho m B nBara ciydas, ¢akrypHHTE
pemieHust ca B INpsKa Bpb3Ka ¢ oOpa3HaTa cdepa Ha IMPOM3BEICHUETO U
HETOBHAT xapakTep. OTKposiBAT c€ MeT MO-CHIIECTBEHH IOIXOIU BBB
(aKTypHOTO M3rpakJaHe, XapaKkTepu3upaly aBTopckus ¢t Ha ['. MuTes:
— IIspBu moaxoa — Ha (akTypHO HAIIACTSABAHE U OJIEKOTSIBAHE,
— Bropum moaxox — Ha cMecBaHE Ha JUCKAaHTOBOTO MU 0©acoBOTO
(aKTypHO H3JI0KEHUE;
— Tpern moaxoa — OCTHHATHOCT;
—  YerBbpTH noaxoa —TonudoHn3upaHe Ha XOMO(OHHOTO (PaKTypHO
U3JI0KCHHE,
— Iern moaxon — Ha puTMHUYECKO (HUTYpHpPAHE.

2.1.2. M3nbaHUTEICKA MPO0IEMATHKA CBbP3aHa C MOJX0HUTeE
B conosutre mpomsBeaecHuss Ha . MuTeB BB3HUKBAT CHEIUDUIHU
MpoOIeMH OT MY3WKaITHO-U3ITBITHUTENICKO W XY/I0’)KECTBEHO €CTECTBO, KOUTO
me ObAaT pasriiekJAaHd B TAXHATA B3aUMOBPB3KAa M B KOHTEKCTa Ha
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00ocobeHuTe aBTOpCKH 1moaxoau. Ha Tasm ocHoBa Morar aa ce 000co0T meT
OCHOBHH IIpo0iema:
— CcMsHaTa Ha [OCOKaTa Ha JIBIDKCHHWE Ha MeXa IpH MoiaudoHu3upa-

HOTO WIH NOJH(POHNIHO (HaKTypHO H3I0KEHUE;

— CMsHaTa Ha TeMOPOBO-KOJIOPUCTUYHHTE PETHCTPH B MONU(DOHU3M-

PaHOTO M aKOPIOBO-XOMO(GOHHO (HaKTypHO H3II0KEHHE;

—  aIUIMKaTypHU B IIPOM3BEACHHUS ChC CMeceHa (akTypa;
—  apTHKYJIALMOHHH, B IINECH U OTKBCH C PUTMHYHO (UTypHUpaHE,
— TeMOpOBO CMeCBaHE Ha 3BYYHOCTTa B IMCKAaHTOBOTO U 0acoBOTO

(haKTypHO H3II0KCHHE.

O00co0eHnTE MOAXOAM NMPU CTPOEKa Ha My3HKajdHaTa (akTypa B
COJIOBHUTE MPOM3BEACHUSI HA MUTEB MMOCTABSIT pa3jiniHa MO CBOETO €CTECTBO
HpO6HeMaTI/IKa npea U3NbJIHUTCIUTE, HO B OCHOBATa CH TC IPOU3TUYAT OT
noar(OHU3UPAHETO HA MY3UKAIHOTO U3JIOKEHHE U TPSIOBa Ja ce pasriiekaar
BBB BPB3Ka C TEXHUKO-KOHCTPYKTHBHHUTE OCOOCHOCTH Ha aKOpJCOHa, HMaIlo
OTHOILICHHE KbM HM3rpaXAaHEeTO Ha (pasurte, HAYMHHTE 3a OTKPOSBAHE Ha
OTACITHHUTE MEJTOIMYCCKH JIMHUN U TeMOBpa.

2.1.3. EcTeTn4yecKka KOHIENIUS W IPAMATYPrusi B HUKJIHMYHUTE
npousBenenust "Opdeeu necuu' u " DoJkI0pHA Mo3aiika"

B uuknuunure mpousseneHuss Ha I. MureB ,,OpdeeBu necHu™ u
,,DONKIIOpHA Mo3aiika®™ € 3aJ0XeHa pas3IuueH TUI TpoOJieMaTHKa, KOSITO
MOXe Jia Oblle pasriexjaHa B pa3JIMuyHM acleKTH — 10 OTHOLIeHHE Ha
MPOrpaMHOCTTA, XapaKTepUCTHKATa Ha My3HKaJHaTa 00pa3HOCT, Bpb3Karta C
(oJKIOpa M Karo IS0 C HAKOM OCHOBHM IPWHIMIIK HA JpaMaTypruaHO
mrpaxnane. L{ukwnsT ,,OpdeeBn ecHH € u3rpaZeH Ha CIOWTEH IPHHIIAII,
IpU  KOWTO OTAENHUTE IHECH HOCAT TNPOrpaMHM HAaWMEHOBaHUS, a
,-DOoKIIOpHa MO3alika““ € M3rpajieHa Ha parcoIuueH MPUHIIMII C HENPEKbCHATO
pas3BHBaIll ce W 00orarsBall ce TeMaTH4eH MaTephaj UMHUTAIIMOHHO 3asiBEH.
TyK INporpaMHA HAMMCHOBaHUA Ha 4YaCTUTC JIMIICBAT W CIWMHCTBECHO
TEMIIOBUTE OOO3HAYEeHWsI, apTUKyJNAlMATa, pUTMHUYecKata H (aKkTypHa
opraHu3aisi JaBaT Haif-oOlla TmpejcTaBa 3a XapakTepa Ha 3ByKOBara
obpasnoct. B ,,OpdeeBu necHn' 3ariaBuaTa Ha HAKOW OT MUECUTE MOTAT J1a
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ObJaT NPUYKMCIEHH KbM H300pa3sUTEeNHO-KApTHHHHS THII NMPOTPaMHOCT, a
JpYrd KbM CIOKeTHHUS. BB ,,DojkiiopHa Mo3aiika™ CIO)KETHOTO pa3BHTHE €
CBBP3aHO C [TOCTETICHHO AMHAMU3UPAHe Ha M3Ka3a, KaTO BCAKA YacT BHACS HO-
CWJICH EHeprueH 3apsj, IUIAaBHO OTBEXIAI] KbM KyJIMHUHAIMATAa B Kpas Ha
oUKbIa. B nBara LWKBIa ce OTKPMBAT M HSAKOM 3BYKOW300pa3UTEIHH
MOMEHTH, MHOT'O YMEPEHO U3IION3BaHH. B m3rpaxxpaneTo Ha nukiure MuTeB
ce CTPEeMH KbM IUIaBHO M3rPaXKIaHe U pasrphIlaHe Ha TEMATHYHUS MaTepHall,
MIpeMBaHe Ha pa3IMgHUTE 00pa3Hu cep, IpHu KOETO TEMOBPHT CE MPEBPhINA
B OCHOBHO M3Pa3HO CPEACTBO.

2.2. KamepHO-MHCTPYMEHTAIHN TPON3BeIeHNs /32 eIHOPO/IEH U
Pa3HOPO/eH ChCTaB/

Kakto conoBuTe, Taka U aBTOPCKUTE KaMEPHO-MHCTPYMEHTAIHU
KOMITO3HIIMH 32 aKOPJICOHHN ChCTaBH Ca CPAaBHHUTEIHO MAJIKO, KaTO 0COOCHa
TIOMYJIAPHOCT MPHUI00MBAT: ,,MaiKa TaHI[yBa CIONTAa B HapoJAeH IyX™ 3a IBa
akopaeoHa, Bapuanun Ha Tema ,,BeHeniancky KapHaBan‘“ 3a 1Ba aKOpACOHa,
apTUCTUYHO-MHCTPYMEHTAllHA @Heca ¢ MMIPOBU3ALMOHEH XapakTep,
BBBEICHUE 3a 4YeTell, MeeHe, CIeNUAaHN MY3UKaaHH, CBETIMHHH 3BYKOBH,
ylapHu ¥ JauruTanHu edextH-,,DonkinopHa uMnpecus‘. B Tepcene Ha
TeMOpoBO pa3HooOpa3ue MuTeB ce HacouBa W KbM Ch3JlaBaHE Ha
MPOM3BEJCHUS 3a PA3HOPOJAHH ChCcTaBW /| 3a TiaC W MHAHO, JYXOBH
HHCTPYMEHTH W THaHO, IyXOB oOpkecThp/. Hai-momymspHuTEe COJOBH
komno3uitun /Pyra-Enerus u ,,JIBe uMIpecun/ Tu apaHXupa 3a U3IIbIHCHHIE
oT KaMepHH Qopmanun, kato ,,Ddyra-Enerus® e opkecTpupaHa 3a CTpyHEH
OpPKECTBP.

2.2.1. GaKTypHHU pelieHUs] U U3NbJIHUTEJICKA NPoldieMaTHKA
Ocobenocture Ha  (aKTypHOTO  WM3TpaXJaHE M MY3HMKAJIHO-
U3IIbJIHUTCIICKUTC Hp06HeMI/I B KaMCPHHUTE TMPOU3BECACHUA IIIC 6’bllaT
pasriefaHd BBPXY CIEAHHUTE aBTOPCKH MOIXOAW: MBPBH — Ha (aKTypHO
HAIUTaCTSIBAHE M OJIGKOTSIBaHE; BTOPM — HAa CMECBaHE Ha IMCKAaHTOBOTO U
6acoBoTO (DaKTypHO U3IOXKEHHE, 4YeTBbPTH — TONMM(OHM3UPAHE Ha
XOMO(OHHOTO (DaKTypHO H3IIOKCHHE; MNeTH MOAX0A — Ha PUTMHUYECKO

¢urypupase.
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2.2.1.1. KamepHO-MHCTPYMEHTAJHH 32 €JHOPOJAHHU ChCTABH

KamepHoTo My3uumpaHe pnaBa mo-ToisiMa cBoOoja Ha MwureB 3a
eKCIepUMEeHTHPaHe CbhC 3BYYHOCTTAa, KOETO B OIPEIEiCHa CTENEH
peduexktupa u BBPXY (haKTypHaTa OpraHM3amus M My3HKaiTHata Qopma.
WHcTpyMeHTaNnHUTE NapTHH B KAMEPHO-MHCTPYMEHTATHUTE KOMIIO3UIINHU 32
€IHOPOJHHU CHCTaBH CE XapaKTEpU3UpaT C OTHOCHUTEIHA CaMOCTOSTEIHOCT,
B3aUMHO JOIBJIBaHE, BUPTYO3HOCT /HO HE CAMOIIENIHA/, PAaBHOIIOCTABEHOCT B
TEXHHMYECKO M (AKTypHO HHMBO, KOETO 10 TO3M MOMEHT HE C€ OTKpUBa B
ObiarapckaTa akoOpCOHHA JUTepaTypa. 3a yBeJUYaBaHE Ha KOHTpacTa H
penedHOCTTa MEXIY OTIEIHUTE WHCTPYMEHTAJIHUW TapTHH H3II0J3Ba
CJIEIHUTE TIPUHOMH, 3aMMCTBaHH OT €BPOINEHCKHUTE TPaaHMLUK: yrnoTpeda Ha
pa3MuHM IIPUXHU; PAa3JBIKEHa W B3aWMHO JOMBJBAINA ce 0acoBa JIMHUS B
Pa3MYHUTE MHCTPYMEHTAIHH MapTHH, crioMarama o0IIoTo JpamMaTypriadHo
pa3BHUTHE; JIOTHYEH PUTMHUYEH 3aBBPIICK HA AaKOMIIAHMMEHTa B Kpas Ha
KOJICHATa ¥ OTJCJIHUTE ISJI0BE; PUTMHYHHU eeKTH, 000oTaTsIBaliku TEMOPOBO
(akTypHOTO THpocTpaHcTBO. Morar na ce OTKpOST HSAKOHM H3IIBIHUTEICKH
npoOyieMH, CBBpP3aHM C METPOPUTMHKATa,  TEMIIOBHTE KOHTPAcTH H
H3IIBJIHEHUETO HAa OpHAMEHTHKATA.

2.2.1.2. KaMepHO-MHCTPYMEHTAJHY 32 PA3HOPOJHH CHCTABU

3HauuTeNeH Opoil OT KaMepHO-WHCTPYMEHTATHUTE KOMIIO3UIIMU 32
Pa3HOPOJHH CBhCTaBU ca H3AbPKAaHW B CTHJIMCTHUKAaTa HAa POMAaHTUYHATA
My3uka. KiaBupHHTE CBIPOBOIM ca W3TpPaJeHH BBHPXY OCHOBaTa Ha
MEJIOINKO-XapMOHUYECKO (DUTYpUpPaHE a CHIIPOBOXKIAIIUTE TJIACOBE YECTO
CBHIBPXKAT XapaKTePHUTE 32 MUTEB KOHTPAITYHKTHIHH MEJIOU3UPAHH XOI0BE
u wuMuTanud. YecTo cpemaH TNpUHAOM Ha IM3TpakigaHe ¢ (akTypHO
HATIUIACTSIBaHE U OJICKOTSBaHE, KAaTO MapaMeTPUTE Ha PaKTypHO HAIUIACTSIBaHE
oOXBamaT MHIHUS JUANa30H Ha WHCTpYMEHTa. B mpomsBencHusTa B OaBHO
TEMIIO C JIMPUKO-POMAHTHUYECH XapakTep NpuOsrBa 0 4YecTa CMsIHA Ha
TakTOBUTE pa3Mepu. KiaBupHara (akTypa mpu TIX € MPEAUMHO OT THIIA
,,pUTMHUYECKO (DUTYypUpaHE™, HO B pa3pabOTHUYHHUTE [SJIOBE yMEJIO BIUIMTA
JIOTTBTHUTEITHU KOHTPAIyHKTHIHH TJIacoBE CIIOMararmmm 3a
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no1()OHU3UPAHETO HA CHIIPOBO/IA M TEMOPOBOTO OTKPOSIBAHE HA COJIMPAIIUS
HHCTPYMEHT.

2.2.2. TemOpoBH noaXoau
OTkposiBat ce nBa TeMOpoBHU moaxoza. IIepBu momydeH ype3 ynorpeda

Ha CrienU(pUYHN BHIOBE TEXHUKH Ha 3BYKOHM3BJIHMYAHE OT akopjeoHa. Bropu
TeMOpPOBH KOHTpAcT, IOJNY4YeH OT ChYETABAaHETO Ha  JyXOBH, CTPYHHH
HHCTPYMEHTH WM BOKaJ C aKOPACOH B IIPOHM3BENCHUS 33 DPA3HOPOIHH
KaMepHH (opMaluu.

TPETA T'VIABA. ABTOPCKHU INIOJAXO/1 B TPAHCKPUIILIUUTE,
APAHXKXUMEHTUTE U OPKECTPALIUUTE

Tpera riaBa ce chcTOoM OT /B paslielia, B KOUTO CE PasIIIeKAaT
pa3iMuHM aBTOPCKUTE TMOJIXOIM 33 TPAHCKpUOWMpaHe, apamwKUpaHe U
OpKEeCTpHUpaHe 3a aKOpAEOH, SAHOPOHHU, PA3HOPOAHHU (HOPMALIMH M OPKECTPH.

3.1. TpaHcKkpuUNUUTe B TBOpPYecKaTa AeiiHocT Ha 'eopru Mures
B cBodTra megarornyecka kapuepa MHUTEB CUCTEMHO M I€JIEHACOYEHO
TpaHCKpHOMpa XyIOKECTBEHAa JMTepaTrypa, IpeJHa3HauYeHa 3a COJIOBO
W3NBIHEHHWE M aHcaMOJIOBO Mys3unupaHe. Te3n Tpoum3BeneHHs ce
XapaKTepU3UpaT ChC CTHIMCTHYHO PasHOOOpasue, ChABPXKAIIM pasiiuHa
MY3HKATHO-M3ITBJIHUTENICKA MPOOJieMaTHKa, Ha YMATO OCHOBAa MOTAaT Ja ce
000cO0ST HAKOJNKO XynokecTBeHH Tuna. IIbpBH — BHPTYO3HHM KOHIEPTHH
nuecu ¢ noidu(oHWYHO (aKkTYpHO H3IOKEHHE IpeJAHa3HAYCHH 3a COJIO
aKOpJIIeOH U eHOpoIHH (opmain; Bropm — BUPTYO3HU KOHLIEPTHH MTHECH C
aKopaoBo-xoMo(doHHa (akTypa.

3.1.1. Pa3HOBHIlHOCTM, B 3aBHCHMOCT OT M3INbJHUTEJICKATA
npodjaeMaTuka
W3nwanuTenckara HpO6J'[eMaTI/IKa B TPAaHCKPUIIIUUTE Ha MuteB ce
pasriexia BbB3 OCHOBATA Ha q)aKTypHOTO HU3JI0KCHHUE Ha IIHMECHUTC:
W3nepanuTencka HpO6J‘ICMaTI/IKa B TPAHCKPUIIIIUUTE C:
a) TPAHCKPHIILMHU C HEYCIIO)KHEHa aKopJ0BO-XoMoQoHHa (akTypa;
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TpaHckpunuuTe OT TO3M BUJ Ca CPaBHHUTEIHO Majko Ha Opoil. Te ca
npe-IUMHO OT eroxara Ha pOMaHTHU3Ma M IpoljeMaTHKaTa ce CBbp3Ba C
HEOOXOAMMOCTTa 32 OTKPOSIBAHE Ha MEJIOAMATA OT XapMOHHYHHTE TIJIACOBE,
KOHTO B ITOBEYETO CIIydYaH ca MPEACTaBeHHU B JICBUSA MaHyal. MUTeB crioMara
J0 OIpeleeHa CTEHeH Ja OJISKOTH TO3H MpobiieM, Upe3 yIadHo MmoabpaHu
PETHCTPOBH KOMOMHAIIMY B IBETE PBIIC;

0) onexoTeHO NOMH(MOHIYHO (HaKTYPHO H3IIOKEHHE;
- THECH B IBYTIACHO (paKTypHO MOTHU(POHNIHO U3I0KECHUE

OcCHOBHUTE NPOOJIEMH ITPH MHTEPIIPETALUATA Ha IPOU3BEACHHS OT TO3H
BU Ca: U3PABHCHOCTTA Ha apTHUKYJIallUATa B JUCKAHTa U JICBUA MaHyall, Ipo-
M3THYall OT KOHCTPYKTHBHUTE 0COOCHOCTH Ha aKOPJIeOHa;

- IUECH C TPUIJIACHO (AKTYpHO MOTUPOHUIHO U3JIOKEHHE

Ha npeneH mian Bede u3nu3a npodiaeMa ¢ MEXOBOAEHETO U u300pa Ha
MOAXOISIIM MECTa 32 NMPOMSHA IOCOKATa Ha JBW)KCHHE Ha MeXxa. YJadHO €
CMsHAaTa Ha MOCOKWTE Ha JBIDKCHHE Ha Mexa Ja Ce M3BBpIUBA B Kpas Ha
My3uKaJHUTE (pasu. [lpoOieMH BB3HUKBAT INpPH IMOsBata Ha 0acoB
OPreNITyHKT, HW3UCKBAll HAJMYMETO HA IIO-IBJITO MEXOBO JIBIDKCHUE,
Hpenroiarano CMsSHATa II0COKAaTa Ha JBIDKCHHE IPEIH BCTHIIBAHETO HA

OpTeNMITyHKTa.
|. U3mpiHuTENCKA TPOOIeMaTHKa B TPAHCKPHIIIIUUATE C YCIOKHEHA
¢baxrypa:
a) aKopaoBO-XxOMO(DOHHA C eleMeHTH Ha mnonuOHUIHA

pa3paboTbuHOCT. MUTEB ce HacouBa W KbM TPAaHCKpHOHMpaHEe Ha KJIaBHPHA
JUTEpaTypa OT IIbPBaTa IMoJIOBHHA Ha X X-BEK, M3bpKaHa B CTHJIMCTUKATA HA
POMaHTHYHATa €CTETHKA, B YHETO (PAaKTYpHO M3JI0KEHHUE NTPUCHCTBA MEAATHA
TEXHHKa CHIIPO-BOJICHA C aKOMIIAHMMEHT OT ap(ooOpa3HM macaku B JIABa
pbKa M Mejoanduecka JWHHUA — (akTypHO oOorateHa ¢ TOIM(DOHWYIHU
eIEMEHTH B [sICHA pbKa. 103M BWJA KIaBHPHA TEXHUKA IIOCTaBs Mpen
HHTEPIPETaTOpa-aKOPIAEOHUCT  MpoOJeMH  CBBpP3aHH €  (aKTypHOTO
paswieHsBaHe OT BHJA: PEIETUIMATA BbPXY TFOTOBO H3-OpaHUTE akopIu B
JIEBHSI MaHyal, ChIIPOBOACHH C KOHTPAIYHKTHPAIIX ABJITH TOHOBE B HHCHK
pEerucThp, KOUTO B MOBEYETO CIy4au Ce M3IBJIHABAT C Hali-cllabuTe MpbhCTh
/deTBBPTH U TIETH NMPBHCT/ B 3aABJDKUTENHA apTHKYIanus legato.
0) yCcI0)KHEHO MOTUPOHUIHO (HPaKTYPHO U3JIOKEHUE
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[Ipexn w3mBNIHUTENNUTE CTOSAT NPOOJIEMH CBBP3aHU C allIMKaTypaTta,
NpaBWJIeH MOAOOp Ha KOJOPUCTUYHH PETHCTPH, JUHAMHUYEH OanaHc, MEXIy
JiBaTa MaHyaja U OTICIHUTE MapTHH B KaMepHUTE (opMaluu U MpaBUIHOTO
OpHaMEHTHpaHe. KaTo OCHOBEH MHTEpHIPETaTOPCKH TNpodieM B
TPAHCKPUIILUHTE C YCIOKHEHA MOIN(POHNYHA (aKTypa U332 MEXOBOACHETO
U paboTaTa 1o U3rpakiaHe Ha MeXoBa MapTUTYpa.

3.1.2. CTujioBa HaCOYEHOCT
[IpeobnanaBama 4act OT TpaHcKpunuuutre Ha [. MuteB ca c
noau@oHnyeH TN (pakTypa OT HMKJINYEH THI, IPETUMHO OT OapoKoBara
€I10Xa U KOMIIO3UTOPU OT MY3UKAaJHO-UCTOPUYECKATA €I0Xa Ha KJIacuKaTa u
poMaHTH3Ma. TpaHckpunuuuTe OT OapokoBaTa ernoxa Morar jaa Objaar
IIPEICTaBEHU B B¢ OCHOBHM I'PYIIU. Op2aHHU U KAA6ECUHHU, KATO U B JIBETE

rpynu €€ CTPpEMU a HE HapyllaBa CTUIMCTHUKATa Ha CBO6OZ[HI/I$I HOJ'II/I(I)OHI/I‘ICH
CTHJI: OTITUMAJIHO 3alla3BaHC Ha aBTOPOBHS 3aMHUCHIT CIa3BaliKu: €CTECTBEHOTO
JABHKCHHC Ha HOHI/I(I)OHI/I‘IHI/ITG TJIaCOBE; YMCJIO M3IMOJI3BAHC Ha TeM6p0BO'
KOJIOPUCTUYHHUTE PCETUCTPU; BBBCIKAA ABTOPCKH IMOAXOAH Ha (1)aKTypHO
H3JIOKCHHUEC; U3II0JI3BAaHC MAKCUMAIHO 3BYKOBHUTC Bb3MOXKHOCTH B JUCKAHTA U
JICBU MaHyall Ha akoOpACOoHa.

3.1.3. TpaHCKpPUOTOPCKH MOAXOAU, € OIJel TEeXHUKO-
XYy/105KeCTBEHUTE Bb3MOKHOCTH HA aKOP/Ie0HA
Enna or Haii-BakHaTa o00NMacT B TBOpYECKaTa, MY3HKAITHO-
M3ITBJIHUTEIICKA U TIeAaroruuecka qeiHOCT Ha MUTeB € TpaHCKpHOMpaHEeTo Ha
OpraHHU TIPOW3BEIEHHS 3a akopaeoH. Ilpm aHamm3a Ha aKOPICOHHU
TPaHCKPHUIIIIMA Ha OapoKOBW TPOW3BEIACHHWS B CBETOBEH Mamad ce
HaOIIO1aBaT JBE TESHACHIINH 10 OTHOIICHHE (DaKTypHUTE U3MEHCHUS: SIHATA
CBbp3aHa C ompocTsBaHe Ha dakrypara, a JIpyrara ChC CTpEMEX 3a
3ana3BaHe Ha ABTEHTHYHATA 3BYYHOCT. MHTEB € TIpe/ICTaBUTEI Ha BTOpaTa
TCHACHIUA, KOSATO nopaxm TCXHUYCCKUTEC OCO6CHOCTI/I Ha I/IHCprMeHTa B
MOBEYETO CIy4Yau JIOBEXK/IA IO TOMBIHUTEITHO YCIOKHIBAHE /aMITTHUKAIs/
Ha (aktypara. IlocTuranero Ha Te3W IMENH JOBEXKJAa JO H3MOJI3BaHE Ha
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HecTaHJapTHU (DAaKTYpHU pELIeHHs U BBbBEXKAAaHE Ha aBTOPCKH (aKTypHH
TIOJIXOJTH:

- TIpeXBBbpJIHE HA OpraHHATa MaHyaJlHA IapTHATA B JUCKAHTa;

_  CMecCBaHE Ha TUCKaHTOBO M 0acOBO (PaKTypHO M3JI0KEHHUE;

_ ynmopeba Ha TOTOBH akopxoBu KoMOmHamuu /dur, moll, dim/B nsiBa
pBKa;

- KOMOWHHpaHO (aKTypHO H3JIOKEHHE IOJYYEHO OT CMECBaHE Ha
0acoBO-INCKAaHTOBO (HAaKTypHO H3IIOKEHHE IOCTHUTHATO Upe3
yrnotpebaTta Ha TOTOBUTE aKOPJIOBH KOMOWHALIM B JISABUS MaHyall;

- ynorpeba Ha KOJIOPUCTHYHUTE PETUCTPH

- BBBCKIAHC HAa IMHAMHWYHHU 3HAOW U apTUKYJIAUA U U3NHMCBAHC Ha
aIuIMKaTypaTa;

- METPOPUTMHYECKH HOAXOJIH;

- MEXOBOJCHE, M3TOTBSHE Ha MEXOBa MAPTHTYPA;

- (axTypHO HaIUIaCTSIBaHE.

3.2. ApaHKHNMEHTH U OpPKecTpauuu
ApamxupaHeTO Ha Pa3IMYHM KaMEpPHO-MHCTPYMEHTATHH  WUJIH

OPKECTPOBH TPOW3BEJIEHUS] HMMa OTHOIEHHE KbM IMeJarormyeckara u
My3HUKQTHO-U3ITBIIHUTEICKaTa AKTHUBHOCT HAa MHTEB, B TOBa YHCIO H C
pBKOBOACTBOTO Ha ,Kiy0 akopAeoHHHM KaMepHH aHCaMONIM“, ch3IaleH B
HavaioTo Ha 80-te rognan Ha XX-Bek kbM AMTUU-IInoBaus. TpsioBa na ce
otOemexu, 4e A0 cpemata Ha 70-Te ToAWMHH Ha XX-BEK HHTEPECHT KBM
Ch37aBaHE Ha apaHXMMEHTH 32 MaJKH aKOPICOHHH (popMaIuu /IyeT, TPHO,
kBapTeT/ y Hac e ¢1abo ussseH. [1o mogo0ue Ha TPAHCKPHUOUPAHETO TYK ChIIIO
ce o(popMIT [BE TEUCHHUsS, WBPBOTO CBBHP3aHO ChC Ch3IaBaHE HA I10-
OJICKOTEHU apaH)KUMEHTH Ha TOMYJSpPHU aHCaMOJIOBM WM OPKECTPOBHU
MIPOU3BENCHUS U BTOPOTO — IIBJIHO JTOOTMKaBaHe IO OPKECTPOBUS OPUTHHAI.
MuTeB W HETOBUTE YYCHHIIW, 3aHUMABAIlM CE€ AKTUBHO C apaHXUpaHe
pa3BHBaT y HaC BTOPOTO TE€UEHUE, CBEXKIAIIO CE JI0:

_  PaBHOIIOCTaBEHOCT HA HHCTPYMCHTAIHUTE MAPTHUH;

_  nIByMaHyanHa ()aKTypHa PaBHOIIOCTaBEHOCT B OT/ACITHHUTE MMAPTHUH;
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NpEeMHUHAaBaHC Ha OCHOBHHUTEC MCJIOAWYHU JIMHUU OT €AHA MapTuAd B
Apyra,
HM3II0JI3BaHC Ha pe€aulia 3BYKOIIOAPaKaTCJIHU U TeM6pOBI/I TCXHUKHU.

3.2.1. Knacuduxkanus cnope MHCTPYMEHTAJIHUS CbCTaB

Crnopen MHCTPYMEHTAIHNS ChCTaB apaH)KUMEHTHTE MOraT na ObaaT

KIa-CH(UIMPAHd B TPH OCHOBHH TPYNH: NbPBA 32 COHOPOJHH KaMEpHH
CBCTaBH; BTOPa 3a Pa3HOPOAHH KaMEpHHU ChCTaBH. B ThpceHe Ha TeMOPOBO

pasHooOpasue B Hayanoro Ha 80-Te roguam Ha XX-Bek MuUTEB 3amoyBa Ja

apamKupa My3HMKalHa JHUTepaTypa 3a PasHOPOAHU (opManuu, IMOCTaBSHKH
HAyaJIOTO Ha €JJHa HOBa HEU3MNoJ3BaHa opma Ha aHCaMOJIOBO My3ULIMpaHE Y
Hac. ApaHXMMEHTHUTE My C€ Pa3TpbIIAT B HAKOJIKO HAalPaBJICHUS:

3a aKOPJICOH /HSAKOJIKO aKOp/IeOHa/ ITF0OC BOKAJIM; JYXOBH; CTPYHHH;
YIApHU U €JIEKTPOHHU HHCTPYMEHTH;

3a COJI0 HHCTPYMEHT B CBHIIPOBOJ OT aKOPACOHEH aHCAMOBIL;

3a rjlac ¥ IHaHo.

Oco0eHO MACTO B MeJarormyeckata U My3HKATHO-H3IBIHUTENICKA
neiiHocT Ha  MuTeB 3aeMaT M HETOBHTEC  OpPKECTpPALUH,
KJIacu(pULIUpPaHH B CICTHUTE IPYITH:

aBTOpPCKa My3HKa 3a CTPYHEH OPKECTbHP;

OpraHHa My3HKa 3a CTPYHEH OPKECTBD;

3a MaH/IOJIMHEH OPKECThpP C y4aCTHETO Ha aKOPJIEOH, TPETUPaH, Ka-
TO OPKECTPOB HHCTPYMEHT oboratsBai o0uus TeMobp;
alanTHpaHH NPOM3BEICHHUS 3a COJMPAIL HHCTPYMEHT, CTPYHEH WU
CUM(OHHUYCH OPKECTHP;

3a CMM(OHMYEH OPKECTHD;

3a JI[yXOB OPKECTBP.

BOZ[GH.[O MACTO MCKAY TAX 3acMaT aAdallTUPAHUTE 3a COJIO AKOPACOH H

OpPKECTHp /CTpYHEH U CUM(OHUYECH/.

3.2.2. CTHI0BO-:KaHPOBM NMPeANOYUTAHUS

Mures yCriiBa naa CHHTE3Upa U oboraTtu MY3UKaJIHO-CTUJIOBUTC H

KaHpOBHU THPCCHUA Ha MJIQJJUTC WHCTPYMECHTAJIUCTU u 6’[:.IICH_U/I

npenoaaBaTeyn. ApaH)KI/IpaHI/IHT MY3UKaJICH MaTepurajl € CTUJIOBO U JKaHPOBO
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MHOroo6paseH. HacouBa ce kbM My3uKalHaTa €CTETHKAa Ha pPOMaHTHU3Ma U
ChbBpEMEHHATa MY3HMKa. ApaHKbOpcKaTa My JEHHOCT € pa3HONOCOYHA, HO
Moxe 1a ObJie TpynHpaHa B ABE HallpaBJICHHs, KOUTO OT CBOSI CTPaHa UMaT I10
HSIKOJIKO TIOTHATIPABJICHUS:

IIbpBo — apaHmXUMEHTH CBBP3aHH C JKAHPOBETE HA KIACHYCCKHUTE
My3HuKaITHHE popmu. OcobeHa oMy IAPHOCT MOTydaBaT apamKuMeHTuTe Ha: E.
I'pur- Ilep T'mar Crouta Nel om. 46 u3 My3uka KpM Apamara Ha X. MOcen
,llep I'mat®; M. Mycoprcku- ,,Kaptuau ot eqna m3nox6a“ u ap. Tpsosa na
ce mogueprae, 4e MUTEB ThpCH IPOSIBICHUS HA IPOTPAMHOCTTA U B IPEANIIHH
MY3HKaJTHO-UCTOPHYECKH eroxu. VIHTepecyBa ce T mpoOIeMuTe OTHACSIIN Ce
10 (aKTYpHOTO M XapMOHHYECKO pa3BUTHE, CHBPEMEHHHUTE METOIU 3a
noJau(OHUYHO O0OraTsiBaHE HAa TEMATUYHHsS MaTepHal, METPOPUTBM U
HMIPOBHU3ATOPCKAaTa MUCHI. ApaH)KHpa KOHLEPTHH MHECH U3TPAJCHU BBPXY
OCHOBaTa Ha ,,KOJNIA)XHATa* KOMIIO3UTOpcka TexHmka. C TomoOeH Tuml
XYyJI0’)KECTBEH MaTepHal ce 3aHuMaBa B nepuoga 80-te, 90-te ronunu Ha XX
BEK, Korato TA Hapinu3a B bbarapus. B nauyanoro nma XXI Bek cb3maBa
3HAYHUTEJICH Opol apamKUMEHTH Ha TOMYJISPHU HTATHAHCKH KaHIOHETH U
apuu 3a TCHOP B CHIIPOBOI Ha aKOpcoH. To3u BUI My3HIIUpaHE Ce CBBP3Ba
HEroBaTa MY3UKAJIHO-U3IIBJIHUTECIICKA I[eﬁHOCT U TBOPYCCKUTE MY H3SABU C
ITetsp ViBaHOB, IBATOTOIUIIIEH COJIMCT HA ONIEPHUS TeaThp B Tp. JpobenH. 3a
4JICHOBETE Ha KIy0 ,,aKOPJCOHHHM KaMepHH ChCTaBU MUTEB apaHxupa 3a
€AHOPOJHU U Pa3HOPOAHU CHCTABU €IHU OT Haﬁ-HOHyHHpHHTC IMPONU3BEACHUA
Ha [I. Bnanurepos, A. Tekenues, b. Exuesep, I'. KocToB u np. n3nbiHABaHH
1 JI0 THEC Ha KOHIEPTHHS MOIUYM, (peCTUBAIN 1 KOHKYPCH;

BTopo — apamXUMEHTH CBBbpP3aHU ChC ChBPEMEHHATA IOMYIIPHA MY3HKA.
[osBsiBat ca B kpast Ha 80-Te TOAWHH, KAaTO TAXHOTO H3ITBIHCHHE IIPEIN3-
BHKBA TOJIIM HHTEPEC Cpell HHCTPYMEHTAUCTUTE U ITyOimkaTa. CBBp3Ba ce C
BIISIHAETO Ha (PpEHCKaTa W WTaJMAaHCKAa aKOPACOHHM IIKONH, a CBHIIO C
KeJlaHWe-TO Ha TOoJsIM Opol OBJITapCKH MHCTPYMEHTAJIUCTH Ja ydacTBaT B
€BPOIENCKN aKOPACOHHHW (DECTHBAIN M KOHKYPCH C >KaHPOBA HACOUYCHOCT.
ApaHXHUpaHETO Ha MOJO0CH THII MMHECH HM3MCKBAa OCOOEHO MaiCTOPCTBO U
mo3HaBaHe Ha TpaaumuuTre. C BHCOKO XYIOKECTBEHO MAaHCTOPCTBO ce
OTJIMYaBa BaJica ,,YepBeHO0 1 YepHO*, KOiTO MUTEB 10pa3BUBa C BbBEXKIAHETO
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Ha JIMPUYHO BCTBIUICHWE W BTOPU OaBEeH [sI, NPEBPBLIAHKU T'O BBB ,,BaJIC-
(anTazM".

3.2.3. ®akTypa M U3MBJIHUTEJCKH CPeicTBa

ApamKupaHnTe My3UKaJIHHU IPOU3BEICHUS I OpKeCTpaluy Ha MuTeB ca
¢ KOHIIEPTHA HACOYEHOCT, NPEIHa3HAYCHH 32 M3IIBJIHEHHE OT MY3HKaHTHU C
TOJISIM M3ITBIIHUTEJICKH OIHT. B My3ukanHaTa mpakTrka ce 0QopMsAT ABa THIIA
apamKUMEHTH M OPKECTpPaLlMH CBBP3aHH ¢ (aKTypHOTO M3NIOXKeHHUe. [Iuvpsu
Mun — HeycrodcHeHu Gopmu Ha GAakmypHo usnodceHue U 6MOpU mun—
yeaooicHenu gpopmu. Y CIIOKHEHUTE ce pasfenar Ha asa noaruna. IIspeu — ¢
SICHO nu(epeHnrpaHe Ha OTACIHUTE IacoBe /MapTHH/ MO OTHOUICHHE Ha
XapMOHUS, PUTBHM, KOHTPAIlyHKTHpAaIllM MEIOJWYHM JiuHuUK. Bropm -—
XapaKTepU3HUpall c€ ¢ MHOTOIUIAHOBOCT Ha M3JIOXKEHUETO M MPEIUIMTaHe Ha
(GYHKIMHUTE OTHENHHTE MapTHU. XapakTepHa OCOOEHOCT NpH TO3U BUA €
mosiBaTa Ha ,JUIABAIM TIJacoBe”, BOJCINM 10 MpoOJIEeMH CBBP3aHU
eMOLOHATHOTO W MY3UKaJTHO-M3IIBIHUTEICKOTO  MpEech3JaBaHe Ha
XYIO)KECTBEHHUS MaTepHal. BCHYKN apaH)XKMMEHTH U OpKeCTpaluy Ha MuTeB
ce IPUYHCIIBAT KbM YCIOKHEHUTE POpMH HA QAKTypHO U3JIOKEHHE.

3.2.3.1. ApaH:KMMeHTH ¢ YcJo0xkHeHH ¢opMu Ha GaKkTypHO
U3JI0’KEHHE OT bPBU BU]

Tyk HaMHpaT MSCTO MOYTH BCUYKH apaHKMMEHTH Ha ChbBPEMEHHA TOITy-
JpHA My3uKa. M3XomHuUs MaTepuall, ¢ KOWTO O0paBH apaH)Xbopa ChIBPKa
OCHOBHATa MEJIOJMS U 0OaBeHUTE OYKBEHH 00O3HAYCHHS Ha XapMOHHYHUS
cBIpoBoJ . B mporeca Ha TBopuecka paboTa, M3NOI3BAKH My3UKATHUTE CH
NO3HAHKS, KOMIIO3HUTOPCKH OIIUT W PYTHHA, apamKUpaHUi MYy3UKaJeH
MarepHal MojydaBa HOBa M3Pa3sHOCT, 00OraTeHa ¢ JONBJIHHTEIHH TEMOpH,
XapMOHMYHH M KOHTPAIlyHKTHpAalld IJacoBe. MMUTEB pa3rpaHHYaBa
(GYHKIMHTE HA BCSIKA TTAPTHS, TOCTUTANKY ICHOTA Ha (haKTypHOTO U3JIOKEHHUE,
KaTo J0pa3BUBa XapMOHUYHUTE (PYHKIMH, BbBEXK/IA JOMBIIHUTEIHH 3HAIN 32
apTUKyJalus U JUHaMHUKa. KOHTpamyHKTHUpAIIUSIT HA OCHOBHATA MEJNOJMS
rjlac BUHArM HOCH KOHTPAcCT, MOJINOMAaraiki pa3liupsBaHETO Ha 3BYKOBUS
00eM U JIoIbJIBaHe HAa XapMOHUYHUSI ILJ1aH.
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3.2.3.2. ApaH:KMMeHTH ¢ YycJoxkHeHH ¢(opMun Ha GaKkTypHO
U3JI0KeHHE OT BTOPH BU]T
B 1031 BHz ce 000cO0SIT HIAKOJIKO BapuaHTa Ha (GaKTypHO YCIIOXKHSBaHE!
—  U3NOA36AHE HA UMUMAYUOHHU NOX6AMU;,

— ynompeba Ha  OpKeCmMposU — NPULiOMU  HA

gaxmypno
Hannacmseawe.

[lpunara HOBAaTOPCKM aKyCTHYHH IOXBaTH, CIIOMAaramd 3a Io-

IBIHOLCGHHO  M3IIOJN3BAaHE  Ha  LEJHs IUama3oH  Ha

WHCTPYMEHTAIHUS ChCTaB, BOACHIN /10 (haKTypHH MPOMEHU B aHCAMOJIOBUTE

MapTUTYPH, KAaTO: YABOSIBAHE U oborarsBane Ha MEJIOJUKO-XapMOHUYHUTEC 1

aKyCTHYICH

PUTMUYHHA JHHUKM O00OCOOCHH B JICBMSA MaHyal, C IeJl MOJy4YaBaHE Ha
cTepeo(GOHINYHOCT Ha 3BYKa.
3.2.3.3. dakTypHH pelleHHUs] U3MOJI3BAHM B OPKeCcTpaUMHUTE 3a
C0JI0 AKOP/IEOH U OPKECTHP
OCHOBHUTE MpPOOJIEMH, KOHTO CTOSAT Tpen MuTEB ca TeMOpPOBH,
CBBbp3aHM C BB3MOXKHOCTTA COJIOBaTa MapTusi Ja ObAe MOrbJHATA OT
OpKecTpoBaTa 3BYYHOCT. 3a I[ENTa OCHOBHA pOJIsi WIPasT TeMOpOBUTE
pEerucTpu, HO ChOOPA3CHU M C AKYCTUYHUTE XapaKTEPHUCTHUKH HA OTICIHHUTE
OPKECTpOBH Tpynu. MUTEB HOCTHra A0 CJIEIHUTE TEeMOPOBH pEIICHUs
W3JIOKEHH B JIOJIHATA TaOJIuLa:

Tadnmmua Ne 1. MdakTypHO-XapMOHMYHH pelIeHUs] CIOMAarauu
1peoioJIsiBaHe Ha ,,TeMOPOBOTO 3arjylniaBaHe*

TemOpoBH KOMOMHAITUH,
NPeo0IABAIIN
,,TeMOPOBOTO 3ariymaBaHe

TemOpoBH KOMOMHAITUH
croMarauu
,,TEMOpPOBOTO 3ariymiaBane

AKODJIEOH B CpeHa 3BYYHOCT, @

B XapMOHHUYECH CBIIPOBOJ Ha
(dneiiTa u 060ii.

=
AKOD/IEOH B HHCKA 3BYYHOCT, (g
M3ITBJIHABAIL aKopjAoBa (akTypa B
YHHUCOH WJIM XapMOHHWYCH ITBJIHEX OT
MEIHU JYXOBH HHCTPYMEHTH.
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Conupanuar akopieoH TpsOBa Ja
M3M0JI3Ba TEeMOPOBH KOMOWMHAIUU BBHB
pETHCTHP, OpKecTbpa
M3IBJIHABA AaKOMIAHWpama (yHKIHA,
MPOBEXJaHE HAa KOHTPAIMYHKTHPAIIN Ha

BHCOK KaTto

OCHOBHATa MEJIOJIHSI TUHUU U Pa3BIKCH
0acoB aKOMIIAaHUMEHT.

IIpoabixurennu
LUTYJIKA ¥ BHOJH
PErucThp Ha aKCGPaCOHa.

YHHCOHH  C
BbB BHCOK

3nbnHenue Ha PUTMUYCH CBIIPOBOJ B
JICBUA MaHyall, pasjinu4y€éH OT TO3u
MpeACTaBCH B HHCKaTa TECUTypa Ha

OpKecThpa.

IIponbimxuTennu
KOHTPAIyHKTHPAIIX JINHUH B JIEBUS
MaHyall Ha aKOpJeOHa M HHUCBK
uipanx
yrpoHOoH, Ty0Oa/

/BHoONa, KOHTpabac,

3AKIIOYEHHUE U N3BOAHN

TBopueckara neiiHocT Ha I. MwureB € HacoueHa KbM-M3JIMIaHE

ABTOPUTE-TA Ha 6’bHFapCKaTa AKOpACOHHA IKOJIa U Ch3JIaBaHE Ha 6’bJ'II‘apCKI/I

aKOpPAEOHEH perneproap. BcHuko ToBa € CHHTETHYHO 0OBBP3aHO U AOMBIIBAILO

CC B pas3HOIIOCOYHATa MY TBOpYCCKa I[efIHOCT, 06XBaH.IaH.[O OCHOBHHUTC
HanpasJICHUA B PA3BUTUCTO Ha 6I>J'Il"apCKOTO AKOpACOHHO H3KYCTBO, IIO

OTHOIIICHHUE HA:

1. MYBI/IKaJ'IHO'I/ISITBJ'IHI/ITGJ'ICKaTa ,IleﬁHOCT
- oborarsBaHe Ha COJIOBHS KOHIIEPTECH peneproap ¢ HOJ'II/I(bOHI/I‘IHI/I

0apoOKOBH MPOM3BEACHHUS IMPEIAHA3HAYCHH 3a W3MBJIHCHHE HA HaM-

yrnoTpedsiBaHus U JI0 JHEC y HAC aKOPJIEOH ChC cTaHnapTHu Oacu /B.S;

- BB3paXKAaHE U YTBbPKIAABAHC Ha KaMepHO-aHC3M6HOBOTO MY3UIIMPAHE B

HETOBHTE pa3indHu (HOPMH HA MPOSIBIICHUE /€THOPOTHU U PA3HOPOIHU

chCcTaBW/ B OBJITApCKaTa My3UKaTHO-U3IBIIHUTENICKA IPAKTHKA;

- pasmmpsiBaHe cdepara Ha IPHIOKEHHE HA aKopAeoHa B bbirapus,

IoCpeaACTBOM

CBOATa KOHLECPTHA HeﬁHOCT u

CBICHCTBHETO Ha

CTYACHTUTE, YJICHOBE Ha Cb3JAaJICHUSA OT HETO OT KJ'Iy6 ,,AKOp,Z[COHHI/I
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KaMepHH aHCcaMOJu“, KaTro COJNHUpAIl HHCTPYMEHT B CHMGOHUYHUSA
OpPKECTHp;

. Komnosutopcka neiHoct
[pompmwkaBa W AOpa3BHBa TPAIWIMHUTE HA NPEAXOTHOTO ITOKOJICHHE
MperolaBaTeNN 3a Ch3JaBaHE HAa OPWUTHHAIIHHU, COJIOBH M aHCAMOJIOBU
aKOPACOHHW KOMIIO3WIINH, IIpeIHA3HAUYEHW 3a KOHIEPTHUS MOIUYM,
YMEIO NPEIUTUTANKH B TAX €BPOIEHCKH KOMITO3UIIHOHHO -0 (POHNIHI
moxBaTH ¢ (oNKIOpHH eneMeHTH. HacouBa cBosATa KOMIIO3UTOPCKA
JIEMHOCT KBbM:
IIBJIHOLICHHO H3MO0J3BaHE HAa MY3UKAIHO-U3PA3HUTE BBH3MOKHOCTH Ha
HHCTPYMEHTA, pa3pabOTBaliKyi pa3iIHYHU MOIXOAM 32 IPECMHHABAaHE Ha
3BYKOBaTa KapTHHA B [BaTa MaHyaJa;
Ch37aBaHe Ha KOMIIO3WIMH TpEJHA3HAUCHH 33 MEXKIyHAPOTHUS
KOHKYPCEH M KOHIIEPTCH ITOANYM, ChOOpa3eHH ChC CBETOBHUTE MPOIECH
B Pa3BUTHETO Ha aKOPJCOHHATA JINTEPATypa;
Te3n HOBOBBBEICHMs CIOMaraT 3a 3acHiBaHe Ha HWHTEpeca KbM
U3ITBJIHEHNE Ha OBIrapcka akopAEOHHA JHTEpaTypa OT UyKISCTPaHHU
U3ITBJIHUTENN W 3aII03HABAHETO MM C METPOPUTMHUYHHATE W JIAIOBO-
XapMOHHYHHU 0COOCHOCTH Ha OBIarapckus (HOIKIop;

. Ilenarornuecka neMHoCT
oboraTsiBa COJIOBHS ¥ aHCAMOJIOB TMENAarormyecku perneproap ¢
MPOU3BEACHUST OT OapoKoBaTa €moxa, KIachKara, pPOMaHTH3Ma U
ChBPEMCHHATA MY3HKa,
BBBEXK/IA U3ITHIIHCHUETO Ha MONM(POHNIHA My3UKa, KATO Hepa3/IeTHa JyacT
OT aKOPACOHHUS PENepToap, YBEIHYABANKHI TEXHUUECKUTE BH3MOKHOCTH
Ha WBIBIHATENUTE 33 W3IBIIHCHHE HAa TPOW3BEICHHSA C YCIOXKHEHA
mouoHUIHA QaKTypa;

. Hayuno-uznaresncka neiiHocT
Ch37aBa METOJMYECKAa CHCTEMa 3a MPEOJOJIIBAHE HAa TEXHUYCCKHUTE
mpobjieMr TpH U3NBJIHCHWE HAa OpPUTMHAIHA W TPaHCKpUOMpaHa
moJU(GOHUYHA MY3UKa, HW3J0XKEHH B TEOPETHYHHS TPyX ,MeTomu 3a
YCBBBPIICHCTBAHE HAa MEXOBaTa TEXHMKA TMPH H3IbJIHCHHE Ha
noyi(pOHUYIHA MY3UKa HA aKOPJIEOH™;
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- oforarsiBa KOHLEPTHHSI PENepToap ¢ TPAHCKPUIIMHU HA MOJUPOHUYHA
MY3HKa /0T eroxaTa Ha 6apoka JI0 HallleTO ChBpEMHE,;

5. 3ByKo3anucHa JeiHOCT

BxirouBa 3ammcuTe C TPAHCKPUIIIMHU 33 COJIO AKOPAEOH M CHUM(pOHUUYCH
OPKECTBp pEaNM3WpaHd C pa3IMYHU  (QUIXapMOHWYHH  JIPY>KECTBa,
nonmudornynnTe KN «OceM Manku npemonun 1 Gyriy» ot M. C. Bax /3a
cono akopaeon/, «Wohlklingende fingersprache» ma M. Marteson /3a n1Ba
akopneoHa/, «Kmacu-qecka TyxoBHa M OIEpPHAa My3HKa 3a COJIO TEHOP H
akopneon», ,,C menoanure Ha ['epurynn», «[Ipuka3sHu BUACHUS» — aBTOPCKA
My3HKa 3a penakcanus U cbH, «100 MUHYTH TaHro» M JWTHTAIM3UPAHUTE
KOHIIEPTHU M3MBIHEHUS Ha CTyAeH-THTe OoT «Kiry0 akopAeoHHH KaMepHHU
CHCTaBH».

OCHOBHUTE TEOPETHYHH U TPAKTUKO-ITPUJIOKHU ITIPUHOCH HA
JUCEPTAIIMOHHUS TPY | CE BABUPAT BbPXY CJIEJHOTO:

1.ToBa e TbPBOTO HAYYHO U3CIEIBAHE HA TBOPYECKATA, HAYYHA U KOMIIO3H-
TOpPCKa ICHHOCT Ha BOJEII OBJArapCKy U3IMIBIHUTE, KOMIIO3UTOP, APAHIKBOP U
[earor, CBBbP3aH C PAa3BUTHETO W YTBHPXKIABAHETO HA aKOPACOHHOTO
MY3HKQJIHO-U3ITBJIHUTEICKO U3KYCTBO U earoruka B beirapus;

2. B mporieca Ha H3CIIeABAHETO OCIIIe TOMbIHEHA HHPOPMAIUITA 38 pa3BOsI HA
MY3HKQJIHO-U3ITBJIHUTEICKOTO HM3KYCTBO B Bbiarapus /mo cpemara u cief
cpemata Ha 70-Te romuHM Ha XX Bek/, 0sXa 000COOCHH aKOPACOHHHTE
LEHTPOBE W YTOYHEH MPHHOCHT HA BCEKH €JMH OT TSIX 3a Pa3BUTHETO Ha
aKOPJICOHHOTO U3KYCTBO B Bhirapus;

3. OTkpoeHH ca OCHOBHUTE (PAKTOPH OKa3alld BIUSHUE BbPXY (POPMHUPAHETO
U Pa3BUTHETO HA TBOPYECKHUSI Muporie] Ha I'. MUTEB U HErOBUST MPHUHOC 32
Pa3BUTHETO HA aKOpJIcoHa B bbirapus;

4. HanpaeHn 6e moapoOeH aHaJM3 OTHOCHO MOAXOAWTE Ha MHTEB MO OTHO-
nieHne (pakTypHaTa OpraHu3amus B COJIOBHTE M aHCAMOJOBUTE My
MPOU3BEACHUS, KAaTO B TOBa YHCIO O€ aKIEHTHPAaHO Ha TE3M OT TAX
Pa3KpHUBAIIK OTHOIICHHETO MYy KbM OBITapCKusi (HOJIKIOP B ABTOPCKHUTE MY
MIPOU3BEACHUS M MPUIATAHETO HA KOMITO3UTOPCKH MPAKTHKH XapaKTEPHU 3a
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€BpOIIEICKaTa KOMIIO3UTOPCKA IIPAKTUKA OT BTOpATa MOJOBHHA Ha XX BEK
IIpu pa3paboTBaHETO HA TEMATHYHUS MaTepHa;

5. C orien TEXHUKO-XYI0KECTBEHUTE Bh3MOXKHOCTH Ha akopAeoHa Osixa 1o-
COYCHH XapaKTEepHU TEXHUKH Ha TPAHCKPHOWpaHE W HHTEPIPETHPAHE Ha
MY3HKaJIHO-XYA0KECTBEHA JIUTEpaTypa OT COJO AaKOPJAEOH, €IHOPOIHH H
Pa3sHOPOIHHM KaMepHH (GOpManué OT PAIMYHH MY3HKAITHO-HCTOPHUYECKH
€TIOXH;

6. B mporieca Ha N3MBIHNTEICKAS aHAIN3 B aBTOPCKNUTE KOMITO3UIMH U TPaH-
CKPHIIIIMUTE C YCJIOXKHEHa (hakTypa OsXxa MOCOYECHU pa3HOOOpa3HH TEXHHU-
YECKU IPUHOMMU 3a NIPEOJI0JIABAHE HA TPYIHU MY3UKaIHU [1aCaXHy,

7. C nen oOEKTUBHOCT Ha U3CIEIBAHETO, O€ MPOBEICHO JMYHO MHTEPBIO C
I'eopru MuTteB, 10 OTHOILLIEHUE HA ChABPKATEIHOCTTA HA U3JI0KEHUETO, KOETO
OCUTYpU BB3MOMKHOCT 3a IO-ACTAWICH aHaJIW3 HAa OCHOBHUTE JIMHUU B
pPa3sBUTHETO HAa AaKOPACOHHOTO W3KYCTBO B bbirapus u  OTKpoHu
WHAWBUIYAIHUAT NpUHOC Ha . Mutes.

INYBJIUKAIIUA ITO TEMATA HA TUCEPTALIUATA

1. Ilpunocet Ha I'eoprm MwuteB 3a pasButmeTo Ha bbiarapckara
aKOpJICOHHA Tearoruka ciex cpexara Ha 70-te roguam Ha XX Bek., cO.
VYnpasnenue u odpazoBanue, kH. 3 Tom 16 (3), 2020, byprac, ISSN 13126121
c. 61-65.

2. Pa3BuTHETO Ha aKOPJICOHHHUTE KaMEPHU ChCTaBU B bbirapus B
neprona 80te — 90te rommam Ha XX Bek. Pomsra Ha I'eopru Mutes 3a
TSXHOTO YTBBP)K/JABaHE B MY3MKAIHO-M3IIBJIHUTEICKOTO W3KYCTBO U
nejgarornyecka mpaktuka. ¢0.  KyaTypHO-MCTOpHUYECKO  HACJEJCTBO:
omasBaHe, MpeaCTaBsHe, IUrHTamm3anus, tTom 7, Opoi 1, 2021, Bemmko
TwpHOBO, ISSN 2367-8038, c. 78-85.

3. 3a HAKOM CTHJIMCTHYHH OCOOCHOCTH B aBTOPCKUTE MPOU3BEICHUS
Ha ['eopru MuTeB 1 npom3THyamara oT TAX M3IIBJIHUTENICKA MTpo0IeMaTHKa,
cn. My3ukaiaHu xopu3oHTH, 6poii 4, 2022, Codus, ISSN 1310-0076, c. 10-13.
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INTRODUCTION

The introduction of the accordion in Bulgaria in the early years of the
20th century was a process that went through various stages, which gradually
led to its establishment in musical performance practice and the identification
of different directions characterizing the accordion art. The years of
establishment and development of the accordion in Bulgaria are associated
with the names of many educators, mainly in the field of primary education.
Some of them have left a lasting mark in a certain direction of the Bulgarian
accordion school, but the activity of none of them has so far been the subject
of scientific and theoretical research. These are teachers who also contributed
to the enrichment of the Bulgarian accordion repertoire, regardless of the age
group in question, as some of their works (transcriptions or original accordion
works) continue to be performed on the concert stage, but their names are
associated only with certain specific works, and their contribution has always
been related to the accordion repertoire.

The relevance of the present study is determined by the following
aspects: The scientific-theoretical direction in the Bulgarian accordion school
did not receive the necessary development during the years of the
consolidation and development of the accordion, in contrast to the scientific-
methodical direction, which developed in two directions: the first, related to
the different methodological systems for elementary education and the second
/less common/ to clarify certain problems of a performing nature. To date,
there are only four scientific studies, examining in historical terms separate
processes in the development of the Bulgarian accordion art, in which the
contribution of certain pedagogues is considered in a specific aspect, in the
context of the research theses, without analysing the multidirectional
contribution nature of their activity; Georgi Mitev's contribution to the
development of accordion art has been the subject of only one scientific study,
in the context of the development of the polyphonic trend in Bulgarian
accordion literature.



The object of the study is the creative activity of Georgi Mitev.

The subject of the study is the author's music, transcriptions,
arrangements and orchestrations in Georgi Mitev’s creative activity.

Aim of the study: Analyse Georgi Mitev's creative activity and
identify specific contribution directions in solo and ensemble repertoire that
influenced the development of accordion performance art in Bulgaria after the
mid-1970s.

The purpose and subject of the research necessitate the assignment
and completion of the following tasks:

—to summarize the achievements in the development of the Bulgarian
accordion school up to the mid-1970s, and to analyse the degree of continuity
and the directions of development after the mid-1970s of the twentieth century
in terms of performance and style-genre features in the artistic repertoire;

— to specify the leading centres for accordion training after the mid-
1970s and indicate the factors that influenced their differentiation;

— to identify the main lines in Georgi Mitev's creative activity and
analyse the factors that influenced the creative directions;

— to examine the stylistic-genre characteristics of G. Mitev's solo and
chamber-instrumental works and distinguish the specifics of the performance
issues inherent in them;

— to analyze the compositional-textural features in G. Mitev's
transcriptions, arrangements and orchestrations concerning performance
issues.

The methodological basis of the research is the historical, cultural,
theoretical and executive approach.

The theoretical foundation of the study is based on theoretical-
scientific developments analyzing specific processes in the development of
Bulgarian accordion art.

Research methods: theoretical-analytical in a historical context
related to the development of accordion art in Bulgaria; biographical, referring
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to the factual interpretation of the creative and pedagogical activity of G.
Mitev; hermeneutic, related to highlighting the meaning of the used means of
expression, in the context of the author's idea; interview method; method of
generalisation in the context of identifying the contributing moments in the
creative activity of G. Mitev.

Structure and volume of the dissertation.
The dissertation contains a total of 161 pages, of which 137 are the main
text, 4 bibliography and 20 pages are appendices.
Compositionally, it consists of an introduction, three chapters, find-
ings and conclusions. The bibliography contains 94 sources.



CONTENTS OF THE DISSERTATION
The introduction introduces the issues of the topic by presenting a brief
justification of the topic; the current state, the object, the subjects, the goal, the
tasks and the research methods are formed.

CHAPTER ONE. GEORGI MITEV'S CREATIVE PROFILE

Chapter one consists of three sections reflecting biographical data and
factors influencing the direction of G. Mitev's creative interests, as well as
influencing and contributing moments in his creative and pedagogical activity.
They explore the processes that led to the development of Bulgarian accordion-
performing art and the Bulgarian accordion-pedagogical school up to the mid-
1970s, and then from the mid-1970s to the present.

1.1. Biographical information

Mitev's entire creative and pedagogical activity is linked in a synthetic
way. His creative and pedagogical activity is divided into three stages. It
should be noted that the second and third are associated with his work at the
Academy of Music, Dance and Visual Arts "Prof. Asen Diamandiev" -
Plovdiv.

First stage /1965-1975/ G. Mitev received training at the Higher Music
and Pedagogical Institute in Plovdiv, where he mastered the nuances of music
and performance art. The in-depth study of symphonic and brass orchestration,
as well as polyphony and harmony classes, influenced his teaching, music
performance, and composition activities later in life. He was allowed to
compete in the Internationaler Akkordenwettbewert Klingental in 1969. He is
the first Bulgarian participant in the professional category. He works with the
"Rodolyubie Quartet" - Asenovgrad, helping them prepare their repertoire. In
1970, Mitev began teaching in the city of Provadia, and in the following year,
1971, after winning a competition, he became the conductor of the song and
dance ensemble of the Navy in Varna. During this time, Mitev also tried his
hand at transcribing Bach's organ works for the accordion, as well as
arranging and orchestrating them

Second stage /1975-1998/ He began his teaching career at the Academy
of Music, Dance and Visual Arts "Prof. Asen Diamandiev" - Plovdiv. He
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focuses his pedagogical efforts not only on the development of soloist skills in
his students but also on the development of ensemble skills, transcribing
numerous works for solo accordion, ranging in style and genre, as well as
various instrumental and vocal-instrumental formations. He adapted the first
works for solo accordion and symphony orchestra in our country. In 1987,
he founded and directed the "Accordion Chamber Ensembles" club at the
Academy of Music, Dance and Visual Arts "Prof. Asen Diamandiev" -
Plovdiv, launching the development of an accordion ensemble repertoire /a
previously unfilled niche in Bulgarian repertoire/.

Third stage /ot 1999~/ At this stage, he directs his students not only to
the formation of solo and ensemble performance skills but also to the
independent arrangement of plays of different styles and genres. He publishes
the methodological manual "Methods for improving the bellows technique in
the performance of polyphonic music played by accordion®. It helps to include
the accordion in an independent section of the academic Bach’s music and
French music competitions. At the beginning of the 21st century, he published
the collections with transcriptions: "The melodious speech of Johann
Matheson's fingers” /2008/ and "Accordion plays by Fr. Kupren™ /2010/. It
should be noted here that he published in 2011 the author's collection
"Accordion Plays", in which Mitev includes all his solo compositions.

1.2. Factors influencing the direction of the creative interests
The accordion entered and established itself in the Bulgarian music-
performance practice at the beginning of the 20th century, the reasons being
mainly connected with its technical-constructive features and the resulting
harmonic-timbral and soloistic characteristics.

1.2.1. Objective factors for the advancement of the Bulgarian accordion

art
The identification of the factors that determined the direction of G.
Mitev's creative interests necessitates highlighting in a general plan the
achievements of the Bulgarian accordion school up to the mid-70s of the
twentieth century and the directions of development after that period, to



highlight and identify the contributing moments in G. Mitev's activity,
beginning with the overall state of the accordion art in Bulgaria.

1.2.1.1. The Bulgarian Accordion School until the mid-1970s
Transcriptions predominated until the mid-1970s, mostly of Romantic-era
plays but also of works by Bulgarian authors. Chamber musicianship is
underrepresented, but the accordion-orchestral direction enjoys a significant
advantage, with numerous international and national successes. Until this
point, the priority directions were performance, particularly soloist, accordion-
orchestral, and limited in terms of style and genre repertoire.

1.2.1.2. The Bulgarian Accordion School after the mid-1970s

Since the mid-1970s, accordion training has been taught at all levels of
Bulgarian education. Simultaneously, it firmly established itself in various
compositions for folk and fun music. This determines the two interconnected
main development directions of Bulgarian accordion art: pedagogical and
concert performance. The development in the two noted directions is
inextricably linked with continuity - between the individual levels of the
educational system, traditional pedagogical systems, and, on the other hand,
the borrowing of pedagogical ideas from Europe's leading accordion schools.

1.2.1.2.1. Performing arts

The priority development of the performing arts in Bulgaria resulted in
the realization of the idea of organizing a Bulgarian accordion competition in
the early 1970s, providing the various schools with the opportunity to perform
and compare. The National Competition "Young Musician" - Chirpan was
established in 1971, and it revealed the processes, problems, and development
of Bulgarian accordion performance art for many years (until 1993). Various
international seminars and master classes were held between 1993 and 2002,
and attempts were made to establish contests of the rank of "Young Musician,"
but it was determined that a change in the approach was required when
organising such a forum. In 2002, the municipality of Novi Pazar and "Hr.
Botev" Community Centre launched the National Competition "Dancing
Keyboards," with international participation, with an emphasis on original
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concert repertoire by Bulgarian and foreign composers, revealing more fully
the musical expressive possibilities of the instrument.

1.2.1.2.2. Artistic repertoire

The artistic accordion repertoire can be classified according to various
signs, but given the topic of this study, the most important aspects of accordion
training in music schools and universities will be summarized. This is because
Mitev's creative activity is inextricably linked to his pedagogical activity as a
teacher at the Academy of Music, Dance and Visual Arts "Prof. Asen
Diamandiev" - Plovdiv. Two development paths are taking shape: The first is
concerned with the development of soloist skills, but with a focus on the
performance of original works, primarily by foreign authors.; The second
focus is on the development of chamber ensemble skills and the expansion of
the concert repertoire with works by Bulgarian and foreign authors.

1.2.2. Subjective factors that influenced the stage of initial

creative formation

They were considered in two directions: The first is related to the
influence of the environment, which formed the prerequisites for creative
activity /the level of development of accordion art and the influence of its
teachers/. The creative contact with Asen Vakarelov determined his direction
in Mitev's creative development, which aimed to carry on the traditions of
the previous generation of pedagogues-composers through the creation and
performance of an original Bulgarian accordion repertoire. The second path is
related to the professionally determining factors that influenced Mitev's
creative growth - the creation, replenishment, and enrichment of the artistic
repertoire with works from various periods.

1.3. Factors determining directions and contributing moments in
creative and pedagogical activity
G. Mitev’s activity is quite diverse, covering the main directions in the
development of accordion art in Bulgaria after the mid-70s of the 20th century,
namely - performance /concert performances and sound-recording activity/,
pedagogy /concert performances and awards of student, methodical and
scientific-theoretical literature/ and artistic repertoire /through the author's
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works, arrangements and transcriptions for solo accordion and various
chamber formations/, all of them synthetically linked and mutually
complementary and highlighting the contributing nature of his activity to the
development of Bulgarian accordion art after the mid-1970s.

CHAPTER TWO. ORIGINAL WORKS FOR ACCORDION

Chapter two consists of two sections revealing different authorial
approaches to the construction of the musical form, performance and aesthetic
issues in Mitev's solo and chamber-instrumental works.

2.1. Solo works
The majority of G. Mitev's works are aimed at forming the artistic
repertoire for various chamber-instrumental ensembles, while the author's solo
accordion works are classified as virtuoso concert pieces, focusing on serious
performance issues.

2.1.1. Author's approaches in the construction of the musical texture
Highlighting distinctive approaches to texture construction in Mitev's solo
works aims to categorise them regardless of texture type. If the texture in some
of the works is sonically unsaturated, distinguished by the simplicity of the
statement, including in terms of intonation-rhythmic features, it can be defined
as multi-layered in others, even in places causing more serious technical
problems. However, in both cases, the textural decisions are directly related to
the work's image sphere and character. G. Mitev's authorial style is
distinguished by five more significant approaches to texture construction;
— The first approach — of textured layering and lightening;
— The second approach — of mixing the treble and bass texture
exposition;
—  The third approach — repetition;
— The fourth approach — polyphonisation of the homophonic texture
statement;
— The fifth approach — rhythmic figuration.
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2.1.2. Performer’s issues related to the approaches
Specific problems of a musical-performative and artistic nature arise in G.
Mitev's solo works, which will be examined in their interrelationship and in
the context of the individual author's approaches. Five major issues can be
identified on this basis:
— the change of the direction of movement of the bellows in the case of
the polyphonic or polyphonic texture presentation;
— the change of the timbre-colouristic registers in the polyphonic and
chordal-homophone factorial presentation;
— articulatory, in plays and excerpts with rhythmic figuration,
— timbral mixing of sonority in the treble and bass texture exposition.
The different approaches to the construction of the musical texture in
Mitev's solo works present different types of problems to the performers, but
they all stem from the polyphonisation of the musical exposition and must be
considered in conjunction with the technical-constructive features of the
accordion, which have to do with phrase construction, ways of emphasizing
individual melodic lines, and timbre.

2.1.3. Aesthetic concept and dramaturgy in the cyclic works "Orpheus
Songs' and ""Folklore Mosaic"

In G. Mitev's cyclic works "Orpheus Songs™ and "Folklore Mosaic," a
different type of problem is laid down, which can be considered in various
aspects - in terms of programming, musical imagery characteristics, the
connection with folklore, and, in general, some basic principles of dramatic
construction. The cycle "Orpheus Songs" is built on a suite principle, with
program names for the individual pieces, whereas "Folklore Mosaic" is built
on a rhapsodic principle, with constantly developing and enriching thematic
material stated imitatively. The program names of the parts are missing here,
and only the tempo designations, articulation, and rhythmic and textural
organization provide the most general idea of the sound imagery's character.
The titles of some of the plays in "Orpheus Songs" can be attributed to the
pictorial type of programming, while others can be attributed to the plot type.
The plot development in "Folklore Mosaic" is linked with a gradual
dynamisation of the speech, with each part bringing a stronger energy charge,
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smoothly leading to the climax at the end of the cycle. There are some
sonographic moments in both cycles, but they are used sparingly. Mitev strives
for a smooth construction and unfolding of thematic material in the cycles, an
overflow of the different image spheres in which timbre becomes the primary
means of expression.

2.2. Chamber-instrumental works /for homogeneous and heterogeneous
groups/

Both solo and author's chamber-instrumental compositions for accordion
groups are relatively few, with particular popularity gaining: "Little Dances
Suite in folk spirit" for two accordions, Variations on the theme "Venetian
Carnival" for two accordions, artistic-instrumental improvisational play,
reader introduction, singing, special music, lighting, sound, percussion and
digital effects - "Folklore Impression". Mitev also writes works for
heterogeneous ensembles /voice and piano, wind instruments and piano, and
wind orchestra/ in search of tonal variety. He arranged two of his most popular
solo compositions, "Fugue-Elegy” and "Two Impressions,” for chamber
ensembles, and "Fugue-Elegy" was orchestrated for a string orchestra.

2.2.1. Texture solutions and performing issues

The peculiarities of texture construction and music-performance
problems in chamber works will be examined based on the following author's
approaches: first — of textured layering and lightening; second — of mixing the
treble and bass texture exposition; fourth — polyphonisation of the
homophonic texture statement; fifth — of rhythmic figuration.

2.2.1.1. Chamber-instrumental works for homogeneous groups

Mitev has more freedom to experiment with a sonority in chamber music,
which affects texture organization and musical form. The instrumental parts in
chamber-instrumental  compositions for uniform  compositions are
distinguished by relative independence, mutual complementarity, virtuosity
(but not self-serving), and equality in technical and texture level, which has yet
to be found in Bulgarian accordion literature. To increase the contrast and relief
between the individual instrumental parts, he employs the following European-
style techniques: use of different strokes; a moving and mutually
complementary bass line in the various instrumental parts, helping the overall
dramaturgical development; a logical rhythmic ending to the accompaniment
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at the end of the knees and individual parts; rhythmic effects, enriching the
timbral texture space. Some performance issues related to metro rhythm,
tempo contrasts, and ornamentation execution can be highlighted.
2.2.1.2. Chamber-instrumental works for heterogeneous groups

A large number of chamber-instrumental compositions for various
ensembles are written in the romantic style. The piano accompaniments are
built on melodic-harmonic figuration, and the accompanying voices frequently
include Mitev's distinctive contrapuntal melodious moves and imitations.
Texture layering and lightening are common construction techniques, with
texture layering parameters covering the entire tool range. He frequently
changed time signatures in slow-tempo works with a lyrical-romantic
character. The piano texture with them is mostly of the "rhythmic figuring"
variety, but in the development sections, he skillfully weaves in additional
contrapuntal voices to help polyphonise the accompaniment and highlight the
timbre of the solo instrument.

2.2.2. Timbral approaches
Two distinct timbral approaches stand out. First, specific types of sound
extraction techniques from the accordion were used. A second timbral contrast
is obtained from the combination of wind, string instruments or vocals with
accordion in works for heterogeneous chamber formations.

CHAPTER THREE. AUTHOR'S APPROACHES IN TRANSCRIPTIONS,
ARRANGEMENTS AND ORCHESTRATIONS

Chapter three consists of two sections that examine various authorial
approaches to transcribing, arranging, and orchestrating for accordion,
uniform, heterogeneous formations, and orchestras.

3.1. The transcriptions in Georgi Mitev's creative works
Mitev spent his teaching career systematically and purposefully
transcribing fiction for solo performance and ensemble music making. These
works are distinguished by stylistic diversity, containing various musical-
performance issues from which several artistic types can be distinguished:
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First — virtuoso concert pieces for solo accordion and uniform formations with
polyphonic textural exposition; Second — virtuoso concert pieces with chordal-
homophone texture.

3.1.1. Varieties, depending on the performing issues

The performance issues in Mitev's transcriptions are considered based on
the texture presentation of the plays: Performance issues in the transcriptions
with:

a) transcriptions with uncomplicated chord-homophone texture;

This type of transcription is relatively uncommon. They are mostly from
the romantic era, and the issue is related to the need to distinguish the melody
from the harmonic voices, which are usually presented in the left manual.
Mitev, through well-chosen register combinations in both hands, helps to
alleviate this problem to some extent.

b) lighter polyphonic texture exposition;

- pieces with two-part texture polyphonic exposition

The main issues in interpreting works of this type are the alignment of
the articulation in the treble and left manual, which is caused by the accordion's
constructional features;

- pieces with three-part textured polyphonic exposition
The problem of driving the bellows and choosing suitable places to change the
direction of movement of the bellows comes to the fore. It is appropriate to
change the direction of movement of the bellows at the end of the musical
phrases. Problems arise when a bass organ point occurs, requiring a longer
bellows movement, implying a change in direction of movement before the
organ point enters.

I. Performance issues in complex invoice transcriptions:

a) Chordial-homophone with polyphonic elaboration. Mitev also
focuses on transcribing piano literature from the first half of the twentieth
century, in the style of romantic aesthetics, with a pedal technique
accompanied by harp-like passages in the left hand and a melodic line -
texturally enriched with polyphonic elements in the right hand. This type of
piano technique poses problems for the interpreter-accordionist in terms of
textual dissection: rehearsal on ready-selected chords in the left manual,
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accompanied by counter-punctuating long tones in the low register, which are
usually performed with the weakest fingers /fourth and fifth fingers/ in
obligatory legato articulation.
b) complicated polyphonic texturing

The performers face issues with the application, colour register
selection, dynamic balance, between the two manuals and the separate parts in
the chamber formations, and proper arrangement. Bagging and the work of
creating a bag score is the main interpretive problem in transcriptions with
complicated polyphonic textures.

3.1.2. Style orientation

A predominant part of G. Mitev's transcriptions is the polyphonic-type
texture of cyclic type, mainly from the Baroque era and composers from the
musical-historical era of classicism and romanticism. The transcriptions from
the Baroque era can be presented in two main groups: organ and
harpsichord, and in both groups, it strives not to violate the stylistics of the
free polyphonic style: optimal preservation of the author's intention by
observing: the natural movement of the polyphonic voices; skilful use of
timbre-colour registers; introduces author's approaches to invoicing; maximum
use of the sound possibilities in the treble and the left manual of the accordion.

3.1.3. Approaches to transcription that take into account the accordion's
technical and artistic capabilities
The transcription of organ performances for the accordion is one of
Mitev's most important areas of creative, musical performance, and
pedagogical activity. On a global scale, the analysis of accordion transcriptions
of baroque works reveals two tendencies in textural changes: one related to
text simplification and the other to an effort to preserve authentic sonority.
Mitev is an example of the second trend, which, due to the technical
characteristics of the instrument, usually results in additional complication
/amplification/ of the texture. In order to achieve these objectives, non-
standard texturing solutions and proprietary texturing approaches must be
used: transferring the organ manual part to the treble;
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mixing of treble and bass texture exposition;

_ the practice of ready-made chord combinations /dur, moll, dim/ in
the left hand;

combined texture obtained by mixing bass-treble texture achieved by
using the ready-made chord combinations in the left manual;

use of colouristic registers;

The incorporation of dynamic signs, as well as the articulation and
spelling of the applique;

metro rhythmic approaches;

bagging, making a bag score;

texture layering.

3.2. Arrangements and orchestrations

The arrangement of various chamber-instrumental or orchestral works
is related to Mitev's pedagogical and musical-performance activity, including
the leadership of the "Club Accordion Chamber Ensembles”, created in the
early 1980s at the Academy of Music, Dance and Visual Arts "Prof. Asen
Diamandiev" - Plovdi. It should be noted that until the mid-1970s, there was
little interest in creating arrangements for small accordion formations (duet,
trio, quartet) in our country. Similar to transcribing, two currents emerge here,
the first involving the creation of lighter arrangements of a more popular
ensemble or orchestral works, and the second involving a comprehensive
approach to the orchestral original. Mitev and his students, who are actively
engaged in arranging, develop the second current in our country, which comes

equality of instrumental parts;

two manual texture equalisation in individual parties;

the transition of the main melodic lines from one part to another;
use of a range of onomatopoeic and timbre techniques.
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3.2.1. Classification based on instrumental composition
According to the instrumental composition, the arrangements can be
classified into three main groups: first for uniform chamber compositions;
second for heterogeneous chamber compositions. In search of tonal variety, in
the early 1980s, Mitev began to arrange musical literature for heterogeneous
formations, starting a new unused form of ensemble music-making in our
country. His arrangements unfold in several directions:

_ for accordion /several accordions/ plus vocals; wind; strings;
percussion and electronic instruments;

_ for solo instrument accompanied by an accordion ensemble;

_ for voice and piano.

_ His orchestrations, classified into the following groups, occupy a
special place in Mitev's pedagogical and musical performance
activities:

_original music for string orchestra;

_organ music for string orchestra;

_ for mandolin orchestra with the participation of an accordion, treated
like an orchestral instrument enriching the overall timbre;

__ adapted works for solo instrument, string or symphony orchestra;

_ for symphony orchestra;

_ for brass band.

Those adapted for solo accordion and orchestra /string and symphonic/ are
at the top of the list.

3.2.2. Style and genre preferences

Mitev succeeds in synthesising and enriching the musical style and genre
searches of young instrumentalists and future teachers. The arranged musical
material is stylistically and genre diverse. It addresses the musical aesthetics
of romanticism and contemporary music. His arranging activity is diverse, but
can be grouped into two directions, which in turn have several sub-directions:
First — arrangements related to the genres of classical music forms.
Particularly popular are the arrangements of: E. Grieg - Per Gynt Suite No. 1
op. 46 from music to H. Ibsen's drama "Per Gynt"; M. Mussorgsky - "Pictures
from an exhibition" and others. It should be noted that Mitev also looked for
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programming manifestations in previous musical-historical periods. He was
fascinated by textural and harmonic development issues, modern methods of
polyphonic enrichment of thematic material, metrorhythm, and
improvisational thought. He used the "collage™ compositional technique to
arrange concert pieces. He composed a large number of arrangements of
popular Italian canzonets and arias for tenor and accordion at the turn of the
century. This level of musicianship is linked to his musical performances and
collaborative performances with Petar lvanov, a long-time soloist at Débeln's
opera theatre. For the members of the "accordion chamber ensembles™ club,
Mitev arranged for uniform and heterogeneous ensembles some of the most
popular works by P. Vladigerov, A. Tekeliev, B. Eliezer, G. Kostov, etc. filled
to this day on the concert podium, festivals and concerts;

Second — arrangements related to contemporary popular music. They
made their debut at the end of the 1980s, and their performance captivated the
interest of both instrumentalists and the general public. It is linked to the
influence of the French and Italian accordion schools, as well as the desire of
a large number of Bulgarian instrumentalists to compete in European
accordion festivals and genre-specific competitions. This type of piece
necessitates special skill and knowledge of traditions. The waltz "Red and
Black" stands out for its artistic mastery, which Mitev expanded upon by
adding a lyrical introduction and a second slow movement, transforming it into
a "waltz-fantasy."

3.2.3. Texture and means of performing.
Mitev's arranged musical works and orchestrations are concert-oriented,
intended for performance by musicians with extensive performance
experience. In musical practice, two types of arrangements and orchestrations
are formed related to the texture presentation. The first type — uncomplicated
forms of texturing and the second type — complicated forms. The complicated
are divided into two subtypes. First — with clear differentiation of individual
voices/parts/ in terms of harmony, rhythm, and counterpointing melodic lines.
Second - characterised by the multi-faceted nature of the exhibition and the
interweaving of the functions of the individual parties. A characteristic feature
of this type is the appearance of "floating voices", leading to problems related
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to the emotional and musical-performance recreation of the artistic material.
All of Mitev's arrangements and orchestrations are classified as complicated
forms of invoice presentation.

3.2.3.1. Arrangements with complicated forms of texturing of the
first type

Almost every arrangement of modern popular music can be found here.
The arranger's source material includes the main melody as well as the letter
designations for the harmonic accompaniment. During the creative process, he
employs his musical knowledge, compositional experience, and routine to give
the arranged musical material a new expressiveness, enriched with additional
timbres, harmonic and counterpoint voices. Mitev differentiates the functions
of each part, achieving clarity in the invoice exposition by further developing
the harmonic functions and introducing additional articulation and dynamics
signs. The countermelody always adds contrast to the main melody, helping to
expand the sound volume and complement the harmonic plan.

3.2.3.2. Arrangements with complicated forms of texturing of the
second type
In this type, several variants of texture complication are distinguished:

— use of imitation grips;

— use of orchestral techniques of texture layering.

He employs novel acoustic concepts to make better use of the entire
acoustic range of the instrumental composition, resulting in textural changes
in the ensemble scores, such as doubling and enriching the melodic-harmonic
and rhythmic lines described in the left manual to achieve stereophonic sound.

3.2.3.3. Texture solutions used in orchestrations for solo
accordion and orchestra

The main challenge Mitev faces are timbral, as the solo part may be
absorbed by the orchestral sonority. The timbre registers play the most
important role in this regard, but the acoustic characteristics of the individual
orchestral groups must also be considered. Mitev arrives at the following
timbral solutions presented in the table below:
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Table Ne 1. Texture-harmonic solutions helping to overcome

"temporal muting™.

Timbre combinations,

Timbre combinations

overcoming helping
"timber muting" "timber muting"
Accordion in medium pitch, s Accordion in a low pitch, Ce)

in harmonic accompaniment of
flute and oboe.

performing a chordal texture in
unison or a harmonic fill of brass
instruments.

The accordion soloist must use timbral
combinations in the high register, with
the orchestra performing an
accompanying  function, conducting
counterpoint lines to the main melody
and extended bass accompaniment.

Sustained unisons with violins and
violas in the high register of the
accordion.

o
L X
\‘_.___.'

Performance of a rhythmic
accompaniment in the left manual,
different from that presented in the low
tessitura of the orchestra.

Continuous contrapuntal lines in
the left manual of the accordion and
a low stroke /viola, contrabass,
zugtronbon, tuba/
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FINDINGS AND CONCLUSIONS

G. Mitev's creative activity is aimed at increasing the authority of the

Bulgarian accordion school and developing a Bulgarian accordion repertoire.
All of this is synthesised and complementary in his multi-faceted creative
activity, which covers the main directions in the development of Bulgarian
accordion art in terms of:

1. The musical performance activity

w

_ enrichment of the solo concert repertoire with polyphonic baroque
works designed for the performance of the most used accordion with
standard basses in our country to this day /B.S;

reviving and confirming chamber-ensemble musicianship in its various
manifestations (homogeneous and heterogeneous ensembles) in Bulgarian
music-performance practice;

expanding the field of application of the accordion in Bulgaria, through
his concert activity and the cooperation of the students, and members of
the club "Accordion Chamber Ensembles" created by him, as a solo
instrument in the symphony orchestra;

. Composer activity

Continues and further develops the traditions of the previous generation
of teachers to create original, solo and ensemble accordion compositions
intended for the concert podium, skilfully interweaving European
compositional-polyphonic techniques with folk elements; focuses his
composing activity on:

full use of the instrument's musical-expressive capabilities, developing
different approaches to passing the sound picture in the two manuals;
creation of compositions intended for the international competition and
concert podium, following the world processes in the development of
accordion literature;

These innovations help to increase foreign performers' interest in
performing Bulgarian accordion literature and to familiarise them with the
metrorhythmic and modal-harmonic features of Bulgarian folklore.

. Pedagogical activity
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_ enriches the solo and ensemble pedagogical repertoire with works from

the baroque era, classics, romanticism and contemporary music;

_  _ introduces the performance of polyphonic music as an integral part of
the accordion repertoire, increasing the technical capabilities of
performers to perform works with a complex polyphonic texture;

. Scientific publishing activity

_ creates a methodical system for overcoming technical difficulties in

performing original and transcribed polyphonic music, as presented in the
theoretical work "Methods for improving the bellows technique in the
performance of polyphonic accordion music";

_ enriches the concert repertoire with transcriptions of polyphonic music

/from the Baroque era to our time;

5. Sound recording activity

It includes the recordings with transcriptions for solo accordion and symphony

orchestra realised with various philharmonic societies, the polyphonic cycles

«Eight Small Preludes and Fugues» by JS Bach /for solo accordion/,

«Wohlklingende fingersprache» by J. Matheson /for two accordions/,

"Classical spiritual and operatic music for solo tenor and accordion™, "With the

melodies of Gershwin", "Fairytale visions" - author's music for relaxation and

sleep, "100 minutes of tango" and the digitalised concert performances of the
students from the "Club Accordion Chamber Ensembles".

~

THE MAIN THEORETICAL AND PRACTICALLY  APPLIED
CONTRIBUTIONS OF THE DISSERTATION WORK ARE BASED ON THE
FOLLOWING:

1. This is the first scientific study of the creative, scientific and compositional
activity of a leading Bulgarian performer, composer, arranger and pedagogue,
related to the development and validation of accordion music-performance art
and pedagogy in Bulgaria;

2. During the research, information on the development of music and
performing arts in Bulgaria was supplemented /up to and after the mid-1970s/,
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accordion centres were identified, and the contribution of each to the
development of the accordion was clarified -Deon art in Bulgaria;

3. The main factors that influenced G. Mitev's creative worldview and his
contribution to the development of the accordion in Bulgaria are highlighted.
4. Mitev's approaches to textural organization in his solo and ensemble works
were thoroughly examined, including those that reveal his attitude toward
Bulgarian folklore in his author's works and the application of composer
practices characteristic of European compositional practice in the second half
of the twentieth century in the development of thematic material.

5. In light of the accordion's technical-artistic capabilities, distinct techniques
of transcribing and interpreting musical-artistic literature from a solo
accordion, homogeneous and heterogeneous chamber formations from various
musical-historical epochs were highlighted.

6. In the process of performance analysis, various techniques for overcoming
difficult musical passages were indicated in the author's compositions and
transcriptions with complicated textures;

7. For the sake of objectivity, a personal interview with Georgi Mitev about
the exhibition's content was conducted, which allowed for a more detailed
analysis of the main lines in the development of accordion art in Bulgaria and
highlighted G. Mitev's individual contribution.
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