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VBOJI

Jumutsp Henos (1901 — 1953) e enuH oT TBOpUUTE C APBK MPUHOC KbM
pa3BUBAHETO M EMAHUMIMPAHETO Ha WHAMBHUAyaJlHa W MOJEpHa ObJrapcka
KJIABUpHA WIKOJA, Pa3BUBAaKW MPUHLWINATE W TPaJULHUHUTE HA 3alaJHo-
eBpoIeiickaTta KiaaBUpHa IiKoja. Cbc caMOOUTHHUS CH KOMIIO3UTOPCKU CTHIIL,
ChyU€TaBalll MOJECPHUCTUYHUTE TEUEHUS B My3UWKaTa Ha HOBHUS BEK, HO U
OPOHUKHAT C JyXa Ha aBTEHTUYHHsS Owyrapcku ¢(onknop, HeHoB octass
3HAYUTEJIHO KOJIMYECTBO LIEHEH HOTEH U CJIOBECEH MaTepuall. YacT oT ToBa IEHHO
MaTEpHUAIHO HACIEACTBO, HAMUPAIO CE OCHOBHO B apXHMBa Ha KOMIIO3UTOpa B
bBAH, Bce ome He € U3LAI0 M3CIEABAHO W TEINbpBAa MPEACTOU Ja Obae

pasriIex/1aHo U U3y4aBaHO.

OOeKkT Ha HACTOALIOTO H3CJIENBaHE € eMOJeMaTHUYHUS 3a CTUja Ha
Jquvutrep HeHOB KIaBHUpEH MOAXOJ — KAaKTO TBOPYECKH, Taka W HAY4YHO-
neJarorudecky. To3u MoAXOo/ ce pas3riexaa 4pe3 MpeACcTaBsIHe HA OTKPUTUTE B
apxuBHus My ¢oua B BAH peneBanTHn Marepuanu. ToBa BKIIOYBA ISJIOCTHA
cTyaus ,,OT cToJia 10 KJIABHIIUTE HA MUAHOTO, PbKOIUCHU OEJIEKKH BbPXY
KJIaBUpHATa MeJaroruka W My3HMKajdHaTa WHTeprnperanus. B mpeamera Ha
U3CIEBAHETO 1€ ObJle pas3riiefaHo TPAAUIMOHHOTO M HOBAaTOPCKOTO, B
KOHTEKCTa Ha MpobiieMaThKaTa Ha KJIaBUPHATA IEIaroruka W U3MBJIHUTEIICKO

MauncTopcTBO Ha lumutbp HeHOB, 3a10K€Ha B CIIOBECHUS Y HOTHUSI MY ApXUB.

AKTYaJIHOCTTA HA M3CJIeABAHETO ce 00yclaBs OT HEOOXOAMMOCTTA Jia Ce
M3CJIe/IBA MEAArornyecKkara CucTeMa Ha KOMIIO3UTOPa, OTKPUTA B CJIOBECHOTO MY
HACJIEACTBO, KAaTO €Ha OT OCHOBOIIOJArAIlUTE B IIbpBaTa MOJOBHHA Ha XX BEK
M, CBOTBETHO, CTaHE JOCTBIIHO 3a My3UKaJlHaTa oOOmHOCT (TIeaarosu,

HU3IIBJIHUTCIIN, KpI/ITI/II_II/I) .

Hacrosmoro u3cnenpane nMa 3a 0CHOBHA 11eJ1 pa3udpoBaHETO, TPEMHca

M aHAJIM3UPAHCTO Ha HCU3CICABAHH A0CCTa TCKCTOBE OT I[I/IMI/IT’bp Henon ¢



MCTOJHUKO-TCOPCTUYIHO CBbABPIKAHUC. B mo-ronsmara cu ygact PBKOIIMCHUTE U
MAalIMHOIIMCHU MAaTCpuaJIn Ca B I[O6p0 CbCTOAHHUE, OCHOBHO IIOJ (1)0pMaT3 Ha
CKUIMpaHu UJCHU, YCCTO HCUCTIIMBU. 3a OCBHHIICCTBABAHCTO HAa CIUH 3azn>n6oqu
aHalIu3, TC Ca JUTIHTAJIM3UpPaHHW C BHCOKa PpC30JIIOIHA, a (I)aKCI/IMI/IJ'IeTaTa

npuOaBEHH KbM CeKIuaTa ,, I [punoxenus ‘.
OT Ta3u uesn Npousnu3ar CIeAHUTE 3aJa4um:

- la CC HallpaBU JIMTCPATYPCH O630p Ha PCIICBAHTHU aHAJIN3U, CBbP3dHU C
KIIaBUPHOTO TBOPYCCTBO Ha I[I/IMI/IT’I)p HCHOB, HETOBHU PBLKOIIMCHH 6CHC}KKI/I,
OpUTHMHAJIHU HOTHH TCKCTOBEC, U3AAACHHU IMAPTUTYPHU, 3BYKO3AIINCH,

- Jla c€ PEeBU3MpPAT PEIEBAHTHU BOJCUIM TEOPETUYHU TPYNOBE U aHAIN3HU
BbpXY KJIaBUpHATa MeTo00THs S0-Te roanHu Ha XX BEK;

- Jla ce peBU3upar TPyJOBe, AUCEPTAUU U MyOJHKallMK, TOCBETEHU Ha
TBOPYECTBOTO HA JumMuThp HeHoB;

- Jla c€ OCBILECTBU IUTUTAIN3ALMUs, IPENUC U AaHATIU3 Ha ChIBP>KaHUETO Ha
TEKCTOBETE HAa KOMIIO3UTOpa 3a KiaBupHara negaroruka (Poun 216, Hayuen
apxuB Ha BAH);

- Jla ce HalpaBU CHIIOCTABKA MEXAY HU3CIeABaHUATa HA HEHOB BBpXY
KJIABHPHATA MEeIaroruka U HIKOM OCHOBHHM CBETOBHU TCHICHIIMH U TTOCTHKCHUS
B 00J1aCTTa;

- Ja ce TpoBele MamabHO MEXAYHAapOJHO IMPOYyYBaHE B PajUo-
TEJIEBU3HMOHHU apXWBH C LI€JI IPOBEPKA 3a HAJTUYMETO Ha OLENENN 3BYKO3aIUCH

Ha n3nbiaHeHus Ha Juvutsp HeHos;

MeTo10JI0THS Ha U3CIESABAHETO BKIIIOUBA:
L CpaBHI/ITeJIeH MCTOJ

- U3CJICABAHC Ha NICAArorudCcCKuA 1 KJIaBUPCH IMOJAXO0/ Ha I[I/IMI/IT’Bp Henon
U CTHIOBHUTC MY XapaKTCPHUCTHUKHW B CbIIOCTaBKa CbC CHIICCTBYBAIIUTC

MCTOJOJIOTMH U TAXHOTO ITPHUIIOKCHHC,

e AHalW3 U CUHTE3



- aHallIui3 W CHHTC3 Ha CbALPKAHUCTO Ha aBTOPOBHU PBKOIIKMCHU 3a

KJIaBUpHATa MeJaroruka 1 My3HKallHa UHTEePIPETaLINs;
e CUHTETHUYEH METO

- O6€I[I/IH$IBaHC Ha paslipbCHATUTC KOMIIOHCHTH Ha aBTOPOBATa KOHIICTIIHA

N METOJOJIOI'UA.

1. PeTpocnekiius Ha ObJIrapckara KJIaBUpHaA IIKOJIa OT HEHHOTO
ch3daBaHe 710 cpenara Ha XX Bek. Pomsita Ha Obarapckute
KOMITIO3UTOPHU-IIMAHUCTH OT ITBPBOTO U BTOPOTO MTOKOJIEHUE 32

Cb34aBAHCTO HA AKAJACMHUYHHUTC MY3UKAJIHU TPpaAUTIUU.

B ToBa m3n0keHWE ce pasriexnaa KyJATypHUS W TBOPUYECKH IOAEM B
bearapus B mepuoga OT Kpas Ha J€BETHAAECETHs J0 HadanoTo Ha XX BEK U
poJIATa Ha KOMITO3UTOPUTE-MTMAHUCTH KAaKTO 32 M3TPaXKIAHETO Ha KJIaBHUpPHATA
IKOJIa, Taka ¥ 3a IPUIOCTHUS OOJHMK Ha Obarapckata My3Wka. TsIXHOTO
TBOPYECTBO C€ OTHKAECCTBSIBA ChC CHUMOMO3aTa MEXKIAY aBTEHTUYCH OBITapCKU
(GONKIOP W CHBPEMEHHHM KOMIIO3UIIMOHHU METOAH. V3BeneHu ca KIIOYOBHU
MOCTHMKEHHSI HAa OCHOBOIOJIOKHUIIUTE Ha OBJrapckara KJIaBHUpPHA IMKOJIA OT
[I5pBOTO TMOKOJNEHWE THMAHWUCTA W TENaro3d, W3IWTHAIA aKaJEeMUYHOTO
oOpa3oBaHwue 10 MPo(HeCHOHATHO HUBO YPE3 U3IOI3BaHE HA YTBHPICHN CBETOBHU

IIKOJIN.

Upes peTpocnekIys Ha KUTSHCKUS T U TPO(PECHOHATTHO H3rpaXKIaHe Ha
Jumutep Henos! xato enmn oT Hali-pKWTE IpeCTABHTENM Ha T.HAap. BTopo
MOKOJICHUE OBJIrapCKU KOMITO3UTOPU-TTUAHUCTH, € Pa3rieJaHO CaMOCTOSITETHOTO

MYy Pa3BUTUC KW aAKaJCMHYHO 06y‘{CHI/IC. HaCTO}IIHaTa rijiaBa pasricxaa II0-

119.12.1901 r. Pasrpax — 30.08.1953 r. Codusi.



NoJIpOOHO CBBP3aHOCTTAa My ChC CTApUTE KIABUPHH IIKOJH, U TO-KOHKPETHO C

Ta3u Ha @epeHu Juer — OCHOBOIIOJIarama 3a CbBpCMCHHHA MIMAHUCTUYICH MCTO.

1.1 ITpouecute Ha CaMOCTOSITENIHO pa3BUTHE U TPOPECUOHATTHO 00yUeHHE

y Aumutsp HeHnos.

B mpoiieca Ha HACTOSIIOTO H3CJE/IBAHE CE€ YCTAHOBM, Y€ KIIABHUPHOTO,
KOMIIO3UTOPCKOTO U Teaarorndueckoto mucieHe Ha [umutrbp HenoB ca
HEpa3puBHO CBBP3aHM W B3aMMHO JOMbiBallM ce. PasrinenaHa e Herosara
caMoOpoJHa  TMHUAHUCTUYHOCT, pPAaHHA  CaMOCTOATENHA  MOJrOTOBKA U
KOMITO3UTOPCKHA OIUTH, JTOBEIW JO TOCIEABAJIOTO aKaJAEMHUYHO OOydYeHHE —
nuaHo npu npod. Auapeit CTosHOB B IbpkaBHaTa akaaemus. OrOenszanu ca
HSKOU OT OCHOBHHUTE MY IIOCTHXKEHUS My B rnepuoaa Ha 20Te TOJuHH,
M3TPAXIAHETO Ha KIABUPEH perneproap, 00yIEHUETO M0 MHUAHO, KOMITO3HUITUS U

apxutekTypa B JlpeszeH.

1.2 KimaBupnaust nmoaxoa Ha Jlumutep HEHOB ¥ BIMSAHUETO HA OT/ICITHUTE
IIKOJIU BBPXY U3rPAXKIAHETO MYy KAaTO MUAHUCT: JIUHUTA JIucT-

byzonu-I1érpu.

Pasrienan e mpoiechT Ha TBOpUECKHUTE ThpceHuss Ha HeHOB u BIUsSHUETO
my ot Eron ITérpu (1881-1962)%, ¢ xororo padotu B rp. 3akonane, [loama npes
npoJierta u JiaToTo Ha 1931 r. Onucana e npuemctBeHocTTa ¢ @epyuo by3onu u
HIKoJiaTa Ha JIMCT, TEXHUTE MPUHLIUIKA U OTPAKEHUETO UM BbPXY MUAHUCTHUYHO-

KOMITO3UTOPCKO pa3BuTre Ha HeHos.

2 Eron Ietpu (1881-1962). ,,HeMCKH NMaHUCT OT XOJIAHACKH IPOM3XO. B MIaf0CTTa CH y4H MHAHO TIPH
npocnaBeHarta yueHnuka Ha Jluct - Tepesa Kapenro. PemraBara posst 3a popMupaneTo Ha HeroBaTa
XyAO0KeCTBEHa MHAUBHIYATHOCT UMa BenukusaT Pepydo bysonu, unnto npunuunu [letpu Bp3npuema u
nopa3BuBa. EquH OT Hali-rojeMuTe MMaHNCTH HA CBOETO BPEME, B YHHTO N3IMBIHUTEICKU TTIOYSpPK
JOMUHUpA pojsaTa Ha uHTenekTa.” B: I'opanoBa, I1. KnaBuproto u3kyctso B bearapus. C., 1999, c. 102.
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1.3 HOBaTOpCKI/I IMOXBATHU B MY3HUKAJITHO-TBOPUYCCKHUTEC U U3ITBJIHUTCIICKU

ujaeu Ha Jlumuthp HeHos.

Mexnay 30te u 40te rogunm Jumutbp HEHOB ce yTBbpkIaBa Ha
OBJITApPCKUTE M EBPOIECUCKU CIIEHH, KaKTO KaTO COJHMpal] apTHCT, Taka W B
chepata Ha KamepHarta Mmy3uka. OmucaHa € pojsiTa My Ha €IUH OT I'bPBUTE
Ch3JaTeM Ha OBJTAPCKU KIABUPEH KOHIEPT, HOBATOPCKUTE MY TBHPCEHHUS B
oOJyacTTa Ha KJIaBUpHATa TEXHUKA U WHTepnperanus. [IpencraBenn ca rieqHuTe
TOYKM Ha YTBBPJEHU CHBPEMEHHM M3CIEAOBAaTeNId Ha ObJirapckara KIaBUpPHA
mkona karo nmpod. Mean Xnebapos, npod. I[lpaBna ['opanora, mpod. Pomeo
CMMIIKOB BBpPXY CHBPEMEHHUTE HHTEPHPETATOPCKU KOHUENUUU Ha JUMUTBD

HCHOB, KaKTO B TCXHHYCCKH, TaKa 1 B €CCTCTUYCCKH IIJIaH.

1.4 Tokara 3a nnaHo KaTo NpoeKUus Ha HeHOBUs KIaBUPEH CTUI U

MY3HUKaJIHO MUCJICHC

B Tokara 3a mnuaHo® Hamupar H3paXeHUE eMOJIEeMAaTUYHUTE
KOMITO3UTOPCKH U UMIIPOBU3ATOPCKU noxBaTu Ha Jumutsp Henos. Ts ocrass u
HaW-TOJIIM OTIEeYaThK BhPXY ObJIrapckara My3uKa Ha I'bpBaTa MoJioBUHA Ha XX
BEK, ITOJIyYWJIa HAKOJIKO PENAKIUU OT KOMIIO3UTOPA, IPEIH OKOHYATEIHOTO 1

sanucBane.?

Komnozutopst Tpudon CunsiHOBCKH, KONTO MPUHAJIEKH KbM IUIesiaTa

3 Tokéra (Toccata) ot toccare (MTai.) — 1oKocBaM, uykam. EHo ot Half-ctapute

HaNMCHOBAHHUS Ha THeca 3a TaCTOB (KJIABHIIICH) HHCTPYMEHT (OpTaH, KJIaBHp ), MPEAUMHO C

BUPTYO3€eH xapakrep. B: My3ukanen Tepmutoniorundet peuaunk CbhcT. CBETOCIAB

Yerpuxos. Codus, 1979, c. 332.

4 UsBecTHO €, ue HEHOB € M3IbIHABAI ABIT0 BpeMe ToKaTata CH MO TIaMET, TIPE/IH J1a S 3aIMIIE Ha HOTH:
~H36ecmen paxm e, ue moil e U3NBIHABA CE0U KIABUPHU NPOU3BedeHus, be3 0a 2u UMa 3anUcanll 8 HoMmeH
sapuanm. Tunuyen npumep 3amosa e Tokama 3a nuarno, cv3oadena npe3 30-me codunu. Ta e uznvinena 3a
npve Noim OPUYUATHO OM RUAHUCMA-KOMNO3UMOop Ha asmopcku konyepm 6 HMA npe3s ronu 1942 2oouna.
Axo ne e manyckpunmvm, 3anucan om Jumumuvp Henoe no epeme na nezo6o neuenue, 6 nawaromo na 50-me
200unu, 8 Arexcandposckama OOIHUYA, OHeC Modce OUu HAMAaue 0a UBNBIHABAME MOBA USKIOUUMETHO
cvuunenue na Eeponetickama myzuxa na XX eex. “ Cmunkos, P. B: Peniensust 3a Jlucepraiimonex Tpya
»ApxuBbT Ha umutbp Henos: Cucremarusanuu, unrepnperanuu, ananusu* , [lonuna Anatonosa, C., 2015.
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yueHur Ha HeHoB onpenens Ta3u manabHa mueca, moCTpoeHa BbPXY OCTHHATHO
IECTHANCETUHKOBO JIBU)KCHUE, KaTo »»HAU-KOHCMPYKMUGHAMa u
apxumexmonuuna meopba na Jumumvp Henos> 1mo orHoleHue Ha (opmara.
CBbC CBOETO XapaKTEPHO MOTOPHO IBMIKEHHE U IOJUTOHAIHOCT,® TS pasKpusa
0CE3aeMHU CXOJCTBA C €IHH OT 3HAKOBUTE CBETOBHM TBOPOW HAa CBOETO BpEME,
xato Hanpumep Toxama na C. Ilpokopues’. Henosara Tokara ce oTIMuaBa Che
CIIOKE€H XapMOHHMYCH €3WK, CHenu(uuHO pasrpbhllaHe Ha PUTMHUKATA KaTo
U3pPa3HO, 4 HE CaMO MY3MKAJIHO-TEXHUYECKO CPEICTBO; SIPKO OTKpPOSIBAIl CE U
3allOMHSII Ce CTHJI Ha 3BydyeHEe U arMocdepa, U ChIIEBPEMEHHO IpocTa U
KPUCTAJIHO SICHa MY3WKajdHa KOHCTPYKIHUsA. ABTOpOBaTa MPHUEMCTBEHOCT ChC
CaMOOMTHOTO 3BYyY€HE Ha OBJIrapckus (HOJKIOP € OCHOBOMOJIArail €JIeMEHT B
apXWTEKTOHWKAaTa Ha TBOpOaTa; B CKUIIUTE HAa TBopOara, HeHoB e 3ammcan
XpOHOJIOTHSITA HA HAIKMCBAaHETO M, KAKTO M clieqHata Oenexka: ,,Tokarara
HANKCAHA BbPXY €JHO CBHUIIOBCKO XOpPO CBHpPeHO HAa TamOypa ot bopmuc

Nenes /coaymano 1932r./«3

1.5 Ilegaroruyecku NOAX0/1 U TEOPETUYHU pa3pabOTKu Ha JuMuUTHp

Hewnos.

B Teopernunute paszpabotrku Ha Jumurhbp HeHOB BBpXy KiaBuUpHaTa

3 Hukomnos, JI. lumursp Henos. Ciomenu u marepuanu. B: Tpupon CunsHoBcku. KimaBupHusT CTHII B
WHTEPIPETANNATA U B KOMIIO3UIIHOHHOTO TBOpUYecTBO Ha lumuThp Henos. C. 96.

¢ EXHOBPEMEHHO ChUETAHKE HA PA3IMYHU TOHAITHOCTH.(My3HUKaleH TEpPMUHOJIOTHYEH PEYHHK. .., C. 259).
,», JOJJUTOHATHUTE CHUYCTAHUS Ca U3IOJI3YBaHHU IIIUPOKO U B MO-TOJISIM Maiad B ,,Tokara 3a muaHo, KOSATO
Ce OTJINYaBa ChC CIOKHHUA CH XapMOHHMYCH €3MK M MacuBHa (aktypa.”[...] ,,[TomoOHo sBiIcHHE ce cpella U
B HSKOM OT Hali-3HAYUTETHUTE 00pa3Ii Ha ChBpEMEHHATa KJIaBUPHA MY3HKa, [T0-TOYHO Ch3J[aBa aHAJIOT s
¢ ¢unana Ha cenmaTa coHara 3a nmuaHo ot [Ipoko¢ueB, KbAETO Bb3HUKBA MOJOOHO CHBMECTHO
CHKHUTEJICTBO HA MaYKOPEH U MUHOPEH TEPLIOB TOH Ha TPU3BYYMETO HA TOHHKaTA |[...]”, ,,B TBOpUYecTBOTO
Ha lumuThp HeHoB ce cpemaT obave u TakuBa SIBJICHHSI, KOUTO He OMxa MOTIH J1a Ob/IaT O0SICHEHU ChC
CHINECTBYBAIIIUTE HOPMHU Ha MO3HATHTE HU JTOCETa MOJIOKEHUS B HayKara 3a akopaute. Tyk ce kacae 70
TaKWBa KaYeCTBECHO HOBH SIBJICHHS, KOUTO Ca CBHP3aHH C HAKOM OOIIH MPOIIECH, 3acATally rojsmMa 4acT OT
My3ukara Ha XX Bek. [...] ,,kato [Ipokodues, Onerep, CrpaBuncku, lllocrakoBuy, bputsH, baptok u ap.
[Tak Tam. B: Ileruo CrostHoB. XapMmounnuramsT e3uk Ha J[. Henos. C. 48, 50, 51.

7 Sergei Prokofiev, Toccata, d-moll, op. 11 (1912).

8 TamOyp4 uimu Tanbypa (Typ., OT TIEPC.) HAPOJIEH CTPYHEH UHCTPYMEHT, Pa3lPOCTPAHEH B FOTOU3TOYHA
Boarapus u [TupuHckus kpait, ¢ KpyiioBuaHa GopMa 1 Ibjira Imuiika, CX0IeH ¢ HHCTPYMEHTUTE OT
bnuskusa U3Tok [...]. B. My3ukaneH TepMUHOJIOTHYEH PEUHUK. ..C. 323.
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neJaroruka, KOWTO ca MPEACTaBeHU MyOJMYHO 3a MBPBH BT B HACTOSIIOTO
u3cie/BaHe, OTKpUBaMe M3TbKBAaHE Ha Hail-CEpPHO3HHUTE MpOoOJIeMH U
IPENATCTBUSA NPE]] HACTHIIBAILIOTO TIOKOJIEHNE, KAKTO U IIPEIJIOKEHUS 3a TEXHUTE

peleHus.

HenoB crmogcisa, 4e€ € pa?>pa6OTI/IJ'I CBOA TCOpHUA U MECTOAUKA — ,,Texmma

HA KJABHPHOTO CBHPEHE — TE€OPHS M METOJAMKA“, Ha 0a3ara Ha ,,6CUYKU NO-

unmepechu nosnamu cucmemu’*°. B Hes TOM NpHOPHUTH3UpA M3PaOOTBAHETO Ha
3ByKa M M3TPaXIAHETO Ha MHIMBUIYyalHHTE KayecTBa Ha ydeHuka'’, u 3amara
KaTo OCHOBHa LeN ,.Bwgedcoanemo Ha eoHa HO8A NUAHUCUYHA USpA U

neoazozus, ocobero c o2ned cxeawjanuama na Byzonu. <!

1.5.1 lenen nokymeHt - [Iucmo no Munuctspa Ha [IpocBenienueTo

1946r.

OT 0cobeHa BaXHOCT 3a TEKYIIOTO M3CIIEABAHE € OILE €IHO IIyOIMKyBaHO
nucMo 10 Munucrbpa Ha [Ipocsemmenuero ot 1946r.,'? B xoeto Iumutsp Henos
naBa noapoOHa uH(GopManus 3a ASHHOCTTA CU KAaToO MEJAror U MPEICTaBs KaTo
(akT HamMCBAaHETO HA TEOPETHYEH TPy 3a KIABUPHATA TEXHUKA O03aIjaBeH

,,TeXHHKA HA MHAHOTO, TEOPETHYHA M METOAMYHA YacT*, '3

9, [...] 3acmvneam nosu nedazozuuecku cucmemu. I naeno no aunusma Jlucm —byzonu — Iempu;
npomusHuk Ha bpatimxaynm u ne2ogume npugvpoceHUYY, MeopemutecKu HanvIHo CbeACeH CbC
cucmemama na Lllanos, npunazana om mene npedu 0a s NO3HABAM, 8 MOMEHMA paboms KHu2ama

,» Texnuka na xnasupnomo ceupene — meopusi u memoouxa'. B:.Jlumutsp HernoB. CioMeHH 1 MaTepHaIIH.
Cxcr. JI. Hukonos. /Jumumvp Cmeparnos Henos. Jumumvp Hernos — apmucmuuno ume. Heaopecupano®.
Codus 1969r., c. 144.

10 3a paznuxa om opyaume nuanucmuunu wkonu 6 Akademuama, Koumo ObpICam 21aA6HO HA
MEXaHUYHAMA YaAC HA C8UPEHEeMO (MPbCMO8a MeXAHUKA U hopManHo usnvinenue), az 0vpoica 3a
u3pabomeanemo Ha eOHa NO-YsAI0CMHA MEXHUKA (K. OKIMAB08A U aKOPOHA) U 2IA6HO HA MOHO8AMA
u3pabomKa, Npasulel CMpoexc He Camo Ha eOUHUYHama Ppasa, Ho Ha YAIama KOMNO3UYUs, KaKkmo u Ha
cmunogume ocobeHocmu, npu AOCOIOMHO 3anaA38ane UHOUSUOYAIHUMe Kayecmea Ha y4enuka. . Ilak Tam.
'B: ,,Jumutsp Henos. Ciomenu u matepuanu®, cset. JI. Hukonos, C., Hayka u uskyctso, 1969, ITucmo
no n-p Haymamn, c. 117.

12 MTucmo-uznoxkenne Ha Jumutsp Henos 10 Munnctspa Ha Hapognoto ITpocsemenune, CaMokos,1946r.
HA BAH, ®@. 216, Bp. Ne 247.2, B bparapcko my3ukosnanue, 2000/1, c. 74-89.

13 Kamo pezynmam na 38 200uwina apmucmuuna, 15 200uwina neoazozuuna paboma u Ha Hay4Hume mu
MBbPCEHUA, CbM HANUCAT U MBKMO Npe3 masu 8aKaAHYUs CMAMAamM 0a NPenuua Ha MawuHa, noopeoa u
npuecomas 3a neyam eona kuuea . Ilak Tam, c. 80.
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1.5.2 ITpennuTtane Mex1y My3UKaHT-U3II'BJIHUTEN U U3CIIE0BATE-

eaaror

HpI/I IIOCTAaBAHCTO Ha HpO6JICMI/ITC Ha MOCTaHOBKaTa, 3BYKOU3BJINYAHCTO U
IK1IJIOCTHATA MY3UMKAIHO-CCTCTUUCCKA IIOATOTOBKA, ITPH I[I/IMI/IT’bp HenoB ce
Ha6moz[aBa NpCIJIMTaHEe MCXKAY MY3UKAHTA-U3IIBJIHUTCII C H3CICA0BATCIIA-
negaror. Herosute HOBAaTOPCKHW KOHUCIIITNH O6YCH3B$IT TBPCCHCTO Ha CIHO

I1IJIOCTHO U BCCCTPAHHO MPAKTUYIHO-TCOPCTUIHO PCHICHUC.

2. IlmaHu3MBT U IEJArOrMYECKUTE THPCEHUS Ha JIUMUTBD

Henos.

KakTto npu MHO3MHA OT TPEACTABUTEIIUTE HA MMAHUCTUYHOTO MalCTOPCTBO
ot kpas Ha XIX u Hauanoto Ha XX Bek (Illonewn, Jluct, by3onn), Taka u npu
HenoB posinte Ha npenogaBaTed U KOMIIO3UTOP-U3IIBIHUTEN C€ TPUIIOKPUBAT U

JION'BJIBAT.

2.1. B TepceHe Ha KIaBUPHUS METOJ

HeHoB cumnTa Hanexama HeoOX0MMOCTTa OT U3rpaKIaHe Ha HAIlMOHAIHA
KJIABHPHA IIKOJIa Ha 0a3a ChINECTBYBAIIMTE YTBBPCHN CBETOBHU MPAKTHKHU. 3a
Ta3u 11eJ1 € pa3paboTHII CBOSI MeJarorudyecka cucremMa, Ha 0a3a coOCTBEHUS CU
OMHT HAa MHCTPYMEHTAJUCT M KJIIABUPEH TEJaror, 3aCThIIBAaliKK TJIABHO JIMHHATA
Jluct-Bysonu-ITéTpu. B HanmnunuTe aBToOMOrpaguuHy Matepuany'* ce paskpuxa
KOHKPETHHU TPY/JI0BE BHPXY KJIaBUpHATa TEXHHUKA, KOUTO HEeHOB € m3cienpai npu

CbCTAaBAHCTO HA CBOATAa HAyYHa paspa60TKa ,,TEXHI/IKa Ha IIHAHOTO,

14 Heanpecupano. Jumutsp CredanoB Henos. JJumutsp Henos — apructuuno ume. B: Jlumutsp Henos —
crioMeHu 1 MaTepuanu. M3Baaku ot aBroduorpadus. Crer. JI. Hukonos, C., 1969, c. 144.



TEOPEeTUYHA U METOAMYHA YacT".

2.1.1 MetoasT Ha A. I1. lllamos

OT wW3TOYHHWIMTE, C KOWUTO pasmojarame, ce pa3zdupa, e HeHoB e
pasmonaran ¢ wusmaneHata mpe3 1931r. B MockBa HaydHa pa3paboTka 3a
knaBupHara Texuuka ot A. II. Illanos'>, 3a KoATO MMaMe JOKa3aTencTsa , 4e

HeHoB € 3amo4nan ga npesexnia.

2.1.2 Kopecnionaenuus mexay Jnvmutsp Henos u A. I1. [{anos

KaTo 0CHOBHO /10Ka3aTeJICTBO 3a OCBIIIECTBEH MPEBOJI HA IIUTUPAHUS TPY/T
Ha [llamoB ce ABgBa ppkonuc Ha nucmMo-yepHoBa ot JJumutep Henos no Illamnos
ot 1946r."7, onucano ot gor. n-p IlonmuHa AHTOHOBa B M3CIIEIBAHETO M BHPXY
apxuBHus pona vHa HenoB B BAH: “Ot undopmanusira, kosito Henos naBa 3a
Hay4yHaTa CH padoTa, CTaBa SICHO, Y€ HETOBUSAT NEJarOTUYECKHU TPY/ € OTACIICH OT
npeBoja Ha [llanos. 3a ToBa cBUaETENCTBA U 3ana3zeHoTo nucMo a0 [lamnos [...],
B koeTo HeHOB M3Ka3Ba Bb3XUIIEHUETO CU OT KHUIaTa My U UCKa pa3pellieHue 3a
MIPEBO/JI M U3JJaBaHe Ha OBJITAPCKHU €3UK, KAKTO U HAKOM TEXHUYECKU YIPAKHEHUS
C peMapka ,,3a npesoza’. ,,TeXHuKa Ha MMAHOTO  — TEOPETUYHA U METOJUYHA
qacT (B YepHOBA) € COOCTBEH TeopeTudeH Tpya Ha HeHoB. 3ama3eHu ca OTKbCH OT

npesoaure Ha [llamos.« 1

HenoB otGensizBa BakHOCTTA, KoATO Tpyaa Ha IllamoB mpencraBnsiBa 3a

S 1lanos, Apcennii ITetpoBud. ,,OnbIT aHann3a GOPTENUAHHON TEXHUKHU B €€ 3aBUCUMOCTH OT
MexaHuueckux pakTopoB.” Mocksa, 1931 r.

16 OrkbeuTe 0T TO3M MpEBOJ ce Hamupar B apxuBa Ha Henos B BAH — ,,AHa/n3 KJIaBUPHOM TEXHUKU.
Otxnben. [Iperon ot pyc. e3. [I. Heno”. HA-BAH, ®. 216, a. e¢. 418, . 13.

17 Iucmo-uepnoea om []. Henos 0o IlJanos. M3kazea év3xuweHuemo cu om KHU2ama my u ucka
paspeuierue 0a npegede Ha OvI2apcKu e3uK U 8 No-KvceH eman da 1 uzoaoe. B: Hayuen ApxuB Ha
BAH, ®onp 216, on.1, a.e. 794, 2 n. [IpenuchT Ha MUCMOTO € H00aBeH B pasnen [Ipunoxkenus (Ned).

18 B: Auronosa, I1. ApxussT Ha JJumutsp Henos: CucTeMaTH3alyu, MHTEPIIPETALUM, AHAITM3H.
Astopedepar Ha aucepranuoner Tpyn Codpusi, UI-BAH , 2015, c. 22.
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AOIIBJIHCHUC KbM PA3BUBAHCTO HA COOCTBEHHUTE CH IIPUHIOUIIA 3a METOANKATA U
MMpCnoaaBaHCTO Ha KJIdBHPHATA TCXHUKA: ,,3a 0a moea no-iecHo 0a ce cnpaes
npe@edox omHauvallo HAKou vacmu, ceecd, Koecamo MOAm CKpPOMEH mpyd 8bp6U KoM

Kpasi Cu, 6UANCOAM KOJIKO € Heobxo0umo npeeecoanemo na yaiama Bu knuea.” v

2.2. Teopetnunu pa3padbotku Ha Jumutbp Henor B apxuBa Ha BAH

BbB ®onp 216 B Hayunus Apxus Ha bAH, cuctematusupan ot aou. 1-p
AHTOHOBA ce HaMUpaT TPU APXUBHU €AUHUIY, B KOUTO CE HAMUPAT PBKOIIUCHU U
MalIMHONKMCHU TeKkcToBe Ha JlumuTep HeEHOB oTHacsamm ce 140 HEroBuTe
CXBalllaHUs 3a KJIABHpPHATa TEXHUKAa W MEJAroruka, 03arjiaBeHu OT Hesd KaKTo
ciena 1. ,,besieskku mo KJaBupHa mnexaroruka, Pokomuc” 2. ,,PadoTHm
Oenexkn Ha JI. HeHOB OTHOCHO meJarorusita Ha MY3HKAJHATA

uHTepnperanusa® u 3. ,,Ctyaus ,,OT cTOJIa 10 KIABHIIHATE HA MAAHOTO.

HeHoB roBopu 3a NpHHIMIIMTE Ha My3UIIMPaHE, 3aCTHIICHU OT BPEMETO Ha
Moxan Cebactman bBax M HeroBure CHHOBE, JI0 CBOWUTE CHBPEMEHHHUIIN
PaxmannuoB 1 CkpsiOuH. ['0BOpH 1 32 ThPCEHETO HA €IUH CHbBPEMECHEH MOTJICT U
MOJXO/ BBPXY YCTAHOBEHOTO B TPAJAMIIMUTE HA KIABUPHOTO MAKWCTOPCTBO OT

6ap01<a A0 pOMaHTHU3Ma U CbBPCMUCTO.

Kakto ot YCPHOBHUTC ,,BGJ'IG)KKI/I IO KJIaBUPHA HC,ZI&TOTHK&“, Taka U OT
CTyauAaTa ,,OT CTOJIa 1O KJIaBHIIIUTC Ha MMHAHOTO  Ha I[I/IMI/IT’I)p Henog cTaBa SICHO,

Ye OIlle OT BPEMETO MY KaTo CTYJIEHT, B bhjrapust He € ChlIeCcTByBal yUeOHUK —

¢ 20

,,PPKOBOJICTBO®,”” C KOMTO MPETOIaBaTeIMTE M0 MHAHO J]a MOTaT Ja paboTsIT.

9 B: ,,[lucmo ueprnosa om J[. Henoe oo Illanos... “ c. 2.
20 Hoesima 0a nanuwia eono ppkoeooCcmeo 3a ceupenemo Ha nuano |...]“ B ,,belle’kKn o KJIaBUpHATa
negaroruka® ot Jlumutep Henos. Hayuen apxus Ha BAH, ®onp 216, apx. ex. 371, c. 1/6.
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2.2.1. ., Jumutep Henos. benexku 1o kiiaBupHa negaroruka. Prkonuc,

®oup 216, apx. ex. 371, 12 n.%!

TexcToBere mpencTaBiasiBaT PBKOIUCU C MacTWIO (Ha MecCTa TPYIHO
YeTNIMBa IO HAIBbJIHO HEYETJIMBA rpyba depHOBa), ChCTaBisIBAIIM 12 nucra, OT

KOHUTO 2 IMpa3sHu CTPaHUIIU. CTpaHI/IHI/ITC Ca B I[O6pe 3al1a3CH BU/.

[IpenuchT Ha BCHYKM M3JOKEHH B Ta3u JucepTanus (akCUMHIIETa €
U3IISUI0 OCHIIECTBEH OT JOKTOpPAHTA, KaTO aBTOpOBaTa OpTorpadus € HambIHO
CIa3eHa, C M3KIIOYEHHWE Ha MPABOMUCHUTE HOPMH, ODUIIMAIHO U3MEHEHH C

pedopmara Ha nmpaBomnuca ot 27. pesp. 1945 r.

Benyky yTouHeHMS WM MPEATNOJIOKEHUS 32 OTICIIHU HEsICHU JyMHU ca
JaJeHd B KBaJpaTHU ckoOu [ | u kypcuBupanu. OOACHUTEIHUTE OENEXKHU ca
naneHu B ckoOu {} winu nox yepra. CrnaseHo e u no3uuonupaneTo Ha HeHosure
OeJeXKH MO YepTa, KAaKTO U CKUIIMPAHUTE HOTHU U IPYTH IPUMEPH, IPHCTOBKH.
JloGaBeHa € OpUrMHajJHAaTa aBTOpOBaTa HOMEpAalMs Ha CTpAaHULMTE, a 10 Hes
HOMeEpalys Ha JIMCTaTa MO0 apXUBHA €JMHMIA Clie[ HAKJIOHEHa uyepTa, KaTo e

CITa3CHO OIMPCACICHOTO MACTO B TCKCTA.

[Ipu mbpBOHAYATHUS MPOUYMT MPABU BIEYATIEHUE, Ye ,benexkure ca ¢

XapakTep Ha 3alMCKU B paboTHa ¢a3a.

Bbopeku nuricBamuTe CTpaHUIU, B ChIBPKAHUETO Ha ,,benexku 1o
KJIaBUpHA TEaroruka“ MOKe Jla c€ MPOCIequ ONMUT 3a CUCTEMATH4HOCT. B
I'BPBUTE JICBET CTPAHUIIN C€ pa3no3HaBa yBoJ (0e3 MpeKbCBaHus ), MOCISABAH OT
,Meroauyecka 4act® c¢ paszgen ,llocranoBka® wu mnongpasgenu ,,a)

Hucrpyment®, u ,,6) Croiika®.?

! Tlpunosxkenue Nel
22 KpM To31 pasaen Ha c1p. 3 (13) e mpuBeeHa CKMIla Ha IOCTAHOBKATa Ha phkaTa oT HeHoB, KoATO €
pasriieqana monpooHo B TpeTa riiaBa Ha HACTOSIIUS TPY/I.



CrnegBanmTe HSIKOJKO CTpaHUIM (C TPEKbCBAaHUS), CE OTHACAT JI0
cnenu@UKU Ha KIIABUPHOTO O0yUeHUE B My3HKaTHaTa AKaJAeMUs, TOCICIBAHN OT
o0sicHeHMsI 3a paboTara C TEXHUYECKH YyrnpaxHeHuss U ramu. [lociaeaHust
Hajgu4eH paszen (ot c¢rp.2/11) mo chimecTBo € 3a MPHCTOBKATa C MPUIICIKAITU

CKUIIMPpaHHW HOTHH IIPUMCEPH.

HeHoB mocrtaBsi Ha mpefeH IUIaH KJIOYOBU MPOOJEMH, KaTO HampUMEp
OTCHCTBHETO Ha METOOJIOTUS B ObJrapckaTa akaJeMUyHa IIKO0JIa, HAOJIsITaiku
Ha CHCTEMAaTHUYHOTO M3II0JI3BaHE HA KJIaBUpHA JHUTEpaTypa, KOSITO HE OTpa3siBa

ChbBPEMEHHUTE TEXHUYECKU U MY3UKAIHM M3UCKBAHUSA. >

Karo wm3mara HSKOM HacoyBallyd ACTAMJIM OT CTPYKTypaTra Ha TpyJa H
HEroBUs KOHIENTyajeH xapaktep, Henos o6o6mmasa: ,,Om nanpasenume u3600u
8 nvpsume 21a6U Ha KHUSAma Cb8cem He Cledsd, ye npenooasanemo mpsosa oa
O6vOe eOHO (hopManHo, eOHO Hampansame Ha U3BeCMHU NO3HAHUS 3d MEeXHUKAMA
U YyCmpoucmeomo Ha UHCMPYMEeHma, 3a uzuoiocuama Ha ppbkama u np. |...] oux
Ka3au, 4e Memoou, KOUmo 8biHy8am neoazo2usma He suHazu ca Ha Macmo / Hanp.
s

e8PUCTUYHLSL 3a menra TOW WM3BeXAAa METOJ Ha oOOydeHue upe3

nojapaxanue. >

B To3uM KOHTEKCT, TOW mpeacTaBs cBosATa Wiaesl 3a o0ma oOyduTerTHa
CHCTEeMa, KOSTO HE IENH Ja Ch3/aBa ,,000puU YueHuyu* a ,oicueu MysuKaumu,
n0020MEeHU 00OCMAMBUHO Cled Kypca 8 Akademusama 0a 6voam 200HU 3a eOHA
camocmosamenta, omeo8opHa paboma Kamo yuumenu, npenooasamenu, a axKo

umam u Heobxooumume Ka4ecmea u 3da apmucmu.“.26

CJ'IC,Z[Ba JacCT INIOCBCTCHA HA IIOCTAHOBBYHHUTC U TCXHHUYCCKH HpO6JICMI/I 141

BB: ,,Benejcku no kiasuprama neoazo2uxa’. .. , uutar 3a YepHu ot ¢. 7.

% EBPUCTHUKA, mn. usima, orc. 1. Cney. Meton Ha o0ydenue, Iy KOWTO Upe3 HACOUBAIIH BHIPOCH
YUHTENT MOAIIOMAara y4eHnKa Jla CTUTHE Bb3 OCHOBA Ha HATPYIAHUTE 3HAHUS JI0 CAMOCTOSTEITHO
peleHre Ha mocTaBeHa 3aaava. MIHcTuTyT 3a Obsrapckus e3uk, bAH, 6en.a.https://ibl.bas.bg

2 Ha yuenuxa we ce nokazea, omuayano Hanp. 6CUYKO we ce yuu no NOOPANCAmeneH HauuH, we ce
noKazea maxa, kKakmo Hanp. ce yuu cnopm, . B: ,,benesicku no kiasupnama nedazocuxa“. .., c. 14/ 7.
26 [Tak Tam.
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IMPpaBUJICH MOAXO/ ITPU N3yYaBaHC HA 'aMU 1 aKOPAU.

HenoB cbio mocrtaBsi BeIpOca 3a TOBAa Kak TPsOBa Ja ce YyHpaKHSIBAT
TEXHUYECKHU YIPaKHEHHUS (,,HAaUMHU ‘), 0COOCHO C OrJie]] paHHaTa Bb3pacT Ha €/IUH
YYEHHK, U 3acsra NpeBEeHUUATA OT CTSATaHE Ha PBLETE OLIE B CAMOTO HA4aJlo Ha

00yuenuero my.?’

2.2.2 MeToosornuda 4acT

Tsa ce ceeTon ot ibpBa 4act ,,I. Ilocmanoeka* - ,.a/. Hncmpymenma' u

BTOpA ,,0. Cmoiika. /Om cmona 00 nuanomo/.“ *® B wacrra Uncmpymenm ce
TI0CTaBs BBIIPOCA 33 U3MCKBAHUATA KbM MHCTPYMEHTA M CE€ IPAaBH CPABHCHME
ME3KIy TOHA Ha IIHAHOTO M YOBEHIKHUA I1ac’’, KaKTO M HYKJaTa OT MO3HAHUS 32

,, MEXAHUYHO-08ULAMENHUME U Pe2YIaAMUEHUME NPoyecu™ U TAXHOTO BiajeeHe. *°

B uactra ,,Cmoiika. /Om cmona 0o nuanomo/“ ce naBa moJpoOHO U
CUCTEMATU3UPAHO OOSICHEHHWE Ha pa3IMYHUTE KOMIIOHEHTH, KaTo: BUI,
00JIMIIOBKAa W BHCOYMHA Ha CTOJIA, KAKTO U HEOOXOIUMOCTTa OT PEryjupyema

BUCOYMHA, KAKTO U 110 KAKBB HAYUH Ja ce csma.>l.

HenoB HazoBaBa €HO CHCTOSHUE HA TpelepeHe Ha pblieTe (TpeMop) OT
HEPBHO WJIM/M MYCKYJIHO HaNpeKeHHe, KOETO Hapuda ,mpemama‘, KOETo
OKAYeCTBSIBA KATO YECTO CPEIIAHO SIBJICHUE TIPU MY3UKAHTUTE U TIpejiara MeTO]

3a OBJIAJABAHETO My. 2

27 Hdanu modxce nanp. oa ce 0adam [6esnaxazano] na 6-7 200uwinu deya, u mo ceOMuyu noo peo, 6ce
eO0UH U ColyU 8UO YNPAJICHEHUs, De3 0a ce 0bpIicl CMemKa 0AU Y4eHUKbIM UMda c60O00HA UU
cme2Hama pvKa, KOJIKO 2078Ma e pvkama u m.H.“. mak tam, c. 2/10.

28 T1ak tawm, c. 1/6.

» Tlak TaMm.

30 Camo mo3su, kotimo omkpue maiinama Ha coOCMEEHOMO CU NUAHO MOXCe Oa Ce CNPABU U C Opyeume
UHCIPYMEHMU, We UMd Mo4Ha Npeocmasa 3a MeXaHuyHo-08ueamennume u peyiamugHume npoyecu,
we 2o e1aoee, m.e. UHCMPYMEHMbM MY e OvbOe eOHo NOCIYuwHo opwvoue™ . I1ak Tam.

31 [...] ne na yenus cmon, a na npednama noroO6UNA, HO CMAOUTHO,; OECHUS KPAK HeNOCPeOCmEeHO 00
OecHust nedal; 1edusm He noo0 Uiy 00 Jiesusi nedai /08ama Kpaka eOur 00 opye He 0asam HUKAKed
0nopa 3a CMpPAHUYHO HAKIIOHABAHE HA KOPNYCca U NPeOUu3sUKeam eoHo uy8cmeo Ha HecmaOuiHocm. .
[Tax Tam.

32 [Tax Tam.
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OcHOBHaTa 4YacT OT NOCTAHOBKATA € OIMCaHa II0 CJIEAHUS Ha4YHH:
,ZBucouunama na ceoanuwemo na cmona mpsabea 0a 6v0e moaKkosa, ue J1aKvmsim
0a cmou HapaeHo Uiu Maiko no-eucoko /I — 1 % cm. om xoxanuemama Ha

npwcmume. >,

B mocnennara HaauuHa 4act, oT aucT 11 m 12, e 3acThlicHa HM3ILIO0
npo0OaeMaTUKaTa Ha T. Hap. AIJIMKATYpa Wik NpbcToBKa>?, Hapeuena or Henos

APLCMOKNA0™ >

CremHusT IpUMeEp € OT IIbPBUS OT 3alla3eHUTE TEKCTOBE 3a MPHhCTOBKATA:
B sapuayuu 6 gpa oues mascop [om Jumumwvp Henos] {0obaseno} 6 npexooa
KbM (uHanHUme sapuayuu ce cpewam cieOHume ciyyau. [...Jasmopvm céupu

03HaYeHus npbcmokaao”.>’

. T :
l‘.uua,%nm 'ﬂ :fa 5/,“} AMWYV}WJN o R MWJL f}.‘

B T0o31 IMpHUMCEP CC BUIK/Id OTHOBO Ha61)p30 CKUIIMPAH HOTCH IMaCaK 3a JiiBa
pBbKa, C ACHO M3pa3CHa IMPHCTOBKA, IIOKa3Ballla Ha ABC MCECTa I-1 ¢ Abr'a BbpXY
TAX, KOCTO O3Ha4daBa, Y€ Ha YKA3aHOTO MIACTO MAJCHBT HA JisiIBaTa PbKa CC
mpeMeCTBA OT CAMHUSA HA APYTI'UA KIIABUIII. To3u OTKBC ce HaMHpa BbB BapHallyid

No 17, takt 19 B nsiBata pwka (npumep 1).

33 MMak Tam.

34 [IpbcTOBKA, NPBCTOPE] MIIM aruIMKaTypa (0T jaT. applicare npunaram, ¢p. doigté, nem. Fingersatz) -
MOPSIBKBT, B KOWTO CE U3MOI3BAT MPBCTHTE MPH U3IMBIHEHUE HA MY3UKATHO MTpou3BeieHre. My3.
TepMUH. peuHuk, C., 1979, c. 271.

33 [IpscToknag — He Gelle OTKPUT aHaJIor B ObIrapckara auTeparypa. JlymaTa € 3auMCcTBaHa OT PYCKH
€3UK ¥ 03HauaBa MPLCTOPE, aHAJIOTHYHO Ha PHCTOBKA U AILTUKATYPA.

36 [Mak Tam, c. 2/11.



3a Ta3u TEeXHMKa aBTOPBHT M3MOJ3BAa TEPMHUHET , IuIb3rane’’. Cpema ce
CBINO U ,,Xab32ane ‘" ,,[...[cmamam 3a Heo6Xo0umo 0a 06vpHA 0COOEHO BHUMAHUE
HA mMo3U HAUCMUHA CbBPEMEeHeH NOX8am Om KIAGUPHAMA MexXHuKa u od
npenopvuam OCHOBHOMO 061A0sA8aHe HA 08ama 6udd HPHLCMOKIA0A HA
Xpomamuyrume mepyu ¢ npeonoYumaHrue Ha Mmo3u ¢ XJ1b32aHemo Ha NPbCmu om

yep na 651 kiasuu. >

[pumep 1. Tema c sapuayuu Fis dur, Bap. Nel7, Takt 19.%
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Cnensatr momobnu mpumepu ¢ etiogu oT I[llomen, Jluct, Ckpsoun u

nasennusa ot U. C. bax.

HenoB o6o0miaBa, ye cieq KaTto € MPOy4YWsl NPBCTOBKUTE Ha TOJIEMHU

BMPTYO3H U NEJAr034 € HAMEPUII IOTBLPIKACHUE 3a CBOMTE OIMTH M Haen. 4

B nporieca Ha u3cieaBaHETO c€ YCTAHOBH MPUITUKA MEXTY 11eIM a03aIy B
,,DENIeKKN MO KJIaBUpPHA MeAaroruka’ u uutupaHoro B IIbpBa riaBa mucmo Ha

Henog 10 Munucrspa Ha [Ipocsemenuero ot 1946 r.*!

Tosa OTKPUTHC IIPCACTABJIAABA Haﬁ-CCpHOBHOTO JA0Ka3aTcJICTBO 3a pPOJAATa

Ha TO3MW TCKCT KAaTO 49aCT OT CTPOUTCIIHU I1apdCTa Ha MPCAIIO0JIaracMmnua 3aBbpIICH

37.C. 3/11.

B C.1/12.

3 Numutsp Henos — Tema ¢ Bapuanuu Fis dur 3a nuano. Opurunan. HA-BAH, ©.216, a.e. 174, n.15.
40 Beneoicku no knasupnama nedazozauxa‘...c. 1/12.

4 [smaTa apxuBHa ctp. 7, auct Ne 8 ce siBSBa YepHOBA, YMUTO 3aBBPLIEH BHJI CE HAMHPA B IIEYATHOTO
,H3noxenue Ha JJumutsp HenoB no Munuctwpa...«, c. 81-82.



ABTOPOB TCOPCTHUYCH TPYA ,,TeXHl/IKa Ha IMIHAHOTO, TEOPETUIHA U METOAUYHA

qacTt*.

2.2.3. ,,PaboTuu 6enexku Ha JI. HeHOB OTHOCHO mearorusita Ha

My3uKanHara uareprnperanus, @. 216, om. 1, a.e. 429, 6 n.

Chbabp>KaHHETO Ha Te3U OEJIeKKH € OT 4 PHKONMCHHU CTPaHMIIM, MacTUIIO,
OT Pa3NUYHU MEPUOJIH, C YETIUB MIPUPT ChC cTap mnpaBomnuc. OTHOBO € cra3eHa
aBTOpoBaTa opTorpadus mpu Ipenuca, Karo € MPOMEHEH CaMO MPaBOIMHCA ChC

CbBPCMCHHA HOpMa.

[IbpBHUTE ABE CTPAHUIIM HOCAT XapaKkTepa Ha 3alMCKU Ha CIIOHTAHHU UJICH,
ChIIbPIKaIIH KIFOYOBU U3PEUYCHHs, KOUTO Ja MOCIYKaT Ha aBTOpa 3a TEOPETHYHA
pa3paboTka. B moctaBenara moa Homep 3 mbpBa CTPAHUIIA CE CHABPKA OeNekKKa
oT et u3pevenus. CTpaHUIlaTa € C HeCTaHAapTEH MaTbK pa3Mep, a TEKCThT HOCH

3arjiaBueTo ,,beneixcku 3a xunueama’*, B KouTto HeHOB 3acsra oHa3su 4acT OT

Mearorukara, KosTo Kacae mpodsiemMa Ha KIIaBUpHATa HHTEPIIPETAITHsI.

[Tocneanute ABE cTpaHUIU (JTUCT 6) CHCTABIABAT €HO MAJIKO M3JI0KEHUE
MMOCBETEHO Ha OBJArapckaTra My3WKa, KOETO CE€ MPEJIoiara, 4e¢ urpae posisirta Ha

IIpOrpaMeH JINCT 3a KOHIEepT Ha Henos (conoB uiam kamepen).*

B npomeca Ha Tekymoro wu3ciefBaHe Oelie OTKPUTO CJEIHOTO
JIOKA3aTeJICTBO: B CBOS CTATUA 3a U3IIBIHUTEIICKUS U NEAArOrMYECKU METOJ Ha
Humutep Henos, mpodecop I'amynka benueBa, muaHuct v BB3MUTAHUK HA
Henos, crioaens cpleCTBEHN aCHEKTH U JETAWIA OT HETOBUS IPENOJABATEIICKU
noaxoa. [lutupanure oT Hest TyMH, C KOUTO NpeAaBa MUCIIM Ha YUUTENS CH, ca
0e3 mocoyeH M3TOYHMK. Hsaxom oT macaxkurte, KouTo beiueBa e mocraBmiia B

KaBUYKM Ca IIOYTH M3IAJI0 HMACHTHYHM C IMaCaXXu OT HIPCACTABCHHUTC TYK

42 Tpunoxenne Ne2
4 Tasu seuep e noceemena na mooepnama bwvreapcka mysuxa..B: , . benescku no kiasupnama
neoazozuka’“..., 11T Ne 6, ¢. 2.
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,benexcku 3a kHueama', ¢ U3BECTHU PA3JIMKU B HU3Ka3a (BUXK CHIOCTaBKa B
Oenexka mox yepra).** OT ToBa MOXKe 1a ce M3BEJE NPEANOIOKEHHE, Ye POd.
bermueBa BeposiTHO € paszmoliarana ¢ HIKaKbB JPYr BapUaHT Ha Pa3rIeKIaHUTE

TYK TCKCTOBC Ha CbIIUA TPYA.

2.3.4.,,0t1 cTroia g0 knaBumuTe Ha nuaHoto*, @.216, om.1, a.e. 403, 12 c.

45

TexcTbT npeacTasiisiBa 3aBbplIeHA CTY U OT 12 MaIIMHONMCHU CTPaHULU
C PbUHO HaHECEHH KOpekTypu. Cropes MpaBONMCHAaTa HOpMa B TEKCTa MOXKE Ja
Ce 3aKJIIouM, 4e € nucad npeaud 1944-ta r., ¢ HIKOM aBTOPOBH KOPEKTYpH,

HaHECEHU PBKOMUCHO (C. 7).

Henos pasrnexna ,,Cucmemama om 0gusxcenua* — mpIHOIICHHA yIOTpeOa
Ha LEJIUs OMOPHO-JBUTATENEeH amapar (Topc, KpaWHUIM, MYCKYJH), OT €IHa
CTpaHa, a OT Apyra, Ha MPHCTOBATA TEXHHUKA, CTIOCHU B €TUHEH MCUXO0-(DU3UUCH
npouec. [lonstuero ,,mexnuxa‘ HeHOB 0OkaueCcTBsIBa KaTO CIIOKEH KOMIUIEKC OT
M3pa3HU  CpEICTBA W  OpraHM3MpaHa CcUCTeMa OT  JIeMHOCTH  Ha

MHCTpyMeHTaucTa, *0

CrplecTBEHOTO, CHOPAHO B TOBA M3JIOKEHHUE, BKIIOYBA U OOSICHEHUS 32
,hedazozuuen noxeam* 3a TOBAa KaK Ha Yy4YCeHHKA Ja OBJAT BHYIICHU

HeOoOXOAUMHUTE NBYKEHNUA. *’ B TOMbIHEHNE U3SACHABA, Y€ OAPOOHOTO ONUCAHUE

4 3amaMeTABaHETO M 3ay4aBAHETO HAM3YCT € KaTO MPH CTHXOBE. 3aydaBaT Ce MUCJIH, a HE OyKBH 1
cpuuku.[...] CnenoBaTeHO 3allaMeTsIBAHETO CTaBa MO0 CHHTAKCUC, a TIOArOTBUTEIHATa paboTa —
rpaMaTHYHaTa — TPSOBa Ja € mpeoaoisHa. [ ... |Hait-crpamHo e menredenero. bemdera, I'. Hsakoun
YEpPTHU Ha U3NBJIHUTEICKUS CTUII U nefarorudeckust Mmetosr Ha Jumutbp HenoB. — My3. Xopu3oHTH
1992/2, ¢. 10 — cpmocTaBeHo c: ,,3alIOMHSHE U 3ay4aBaHEe HAaU3yCT KaKTO IPU CTUXOBE: 3ay4aBar ce
MUCITH, @ He OYKBH U CPUYKH, HO BCEKH, KOUTO € 3ayYWJI MUCIIUTE, 3Ha¢ TOYHO KaK Ce MPOM3HACS BCIKa
ayma u 6YKB3; 3Ha4YH1 3aIIOMHSHETO CTaBa 110 CHHTAaKCHUC, a ITIOArOTBHUTCIHATA paGOTa, TpaMaTUKaTa
TpsiOBa J1a e mpeoonsHa.|...| Hali-ctpanino e nenteyeneTo.” — ,,PaboTHN O€neKKU OTHOCHO
nejparorusTa. .., n. 4.

4 IMpunoxenne Ne 3.

46 | \CILOJNCHUSL. KOMNTIEKC OM CUYKU UPASHU CPEOCMEA, U MO He RPocm cOop, a eOHa OP2aHU3UPanHa
cucmema om nposiGeHUs Ha YeLOKYNHAMA, MbYHAMA, OVULeBHA U MYCKYIHA OeUHOCH HA
uHcmpymenmanucma', max TaM.

47 TTak Tam, c. 9.
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Ha JBHXCHHATA ,CbCcmaesjiAaean omoenu 2naéu Ha CKuyupanomo

uznoosicenue*.

Henos o0Opbina BHMManue Ha meroga Ha Illomen*, mpm xoitro npm
MOCTABAHE HA PbKATA BHPXY KJIABUATypaTa AbITUTE MPBCTH 3a€MaT MACTO BBPXY
YEpHUTE KIABUIIM, a KbhcuTe — BhpXy Oemure.’’ Tyk Henos scHo nedunupa
Ipolieca Ha JBUKEHUETO: ,,3AKPBIeHOCMMA HA PbKama 0Cmasa Cvbujama Kaxkmo
npu c60600H0 naoawama. Taxa ppkama nouusa evpxy kiasuamypama. Ocmasa
CAMO NOMBBAHEMO U HENPOMEHEHOMO NON0NHCEHUE 3a 04 UMaMe HAl-8aAHCHOMO —
npouseexcoare Ha mona. Toea nomwveane He e HUWO OpPY2O 0C8eH €eOHO
6EPMUKAIIHO OBUIICEHUE, ONUCAHO OM PbKAMA KAmo 4acm om OKPBAHCHOCM C

¢ 51

yeHmvp pamomao. . HpOI/IBBe)KI[aHeTO Ha 3BYK Hapuia ,,AUAHUCMUUEH

mon“ 52

Tyk TOHM wu3BeXZa KOHTPOJAa HA CiIyXa Karo BOJECLI MPUHIUII B
MY3ULMPAHETO M JaBa MHCTPYKLUMHU 34 YIPaXHABAaHE B TUXAa IWHAMHUKA 3a
U305irBaHe Ha W3JUIIHU U BPEIHU JIBUKEHUS, KATO BEPTUKAIHOTO JIBUKEHUE HA

KHUTKAaTa 1 BUCOKOTO BAWT'AHC HA IIPBCTUTC.

* TTak Tam.

9 Ilonen e kapan ceoume yuenuyu 0a 3ano46am uzy4asanemo Ha 2amume ¢ (pa oues Maxcop, Kamo
Hali-y00bHOo 3a pvKkama, *‘, IaKk TaM, c. 6, 7.

30 Iocmasena [ ...] 6 moeéa cocmosnue 6bpxy Kiasuamypama, noOnpsnHa PaeHOMEPHO Ha 08ama KbCu
KPAUHU NPCMA, M5l Ce HA2axicod 8e0HA2a 8bPXy NOCMPOCHUME 3d Hesl YEPHU KIAGULUU, CEKCMAama e
HOPMAZHOMO pasznpezéane {pasmszane} Ha poKama, noCMAseH NopPeus U Nemu RPbCm Ha OSCHAmMa
PBKA, 8bPXY CEKCMAama My Obasume 6mopu, mpemu, 4emsvbpmu npvCcm Haiseam yOooHo 6vpxy ga-
oues, con oues, aa oues. *‘, maK TaM.

SEC. 10.

52| Tonemume, cunnu Myckyau Ha pamomo u Ha [...] {muwnuyama,} {0asam} navannume O8UNCEHUS HA
me3u nocmvnearnus. fAenenuemo [,] 36yx, nuanucmuuen mou e npouszgedero., c. 9, 10.
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3. IIpeceynu TOUYKU MEXKIY TPAAULIMOHHOTO U MOJAECPHOTO B
KOHTEKCTa Ha IIpo0eMaTHKaTa Ha KJIaBUpHATa Meaaroruka u
M3ITBJIHUTEJICKO MAUCTOPCTBO HA Jlumutsp Henos.

Cnopez[ HenoB oT chIiecTBeHa Ba)XHOCT € YOBCK, KOWTO HCKa Ja ce
3aHHMMaBa HpO(I)eCI/IOHaJ'IHO C My3HKa, C IIPCIIoZIaBaHC, a OTACJIHO U C KIIABUPHOTO
HU3IIBJIHUTCIICKO U3KYCTBO, J1a PAa3BHUC COOCTBEHO YYBCTBO 3a CTHUJI, Id OIIO3HAC
OCHOBHUTC Ha KJIaBUpHATa TCXHHKA, Jd € HAACHO C TPYAHOCTHUTC, HO U C HAUWMHHTC

3a crpassHe.

3.1. OcHoBHM npuHLMIK HA HeHoBaTa METON0JIOTUSA U TIXHOTO

IMPUIIOKCHUC B IIPpAKTHKATA.

B mponceca Ha U3CJICABAHCTO CC YCTAHOBH, Y€ TOBA, KOCTO YCIIOBHO MOKCM

na HapedeM ,,HeHOBa METOMOJIOTHSA Ha KIaBUpHATA IIEJaroruka‘‘>*

— HUJIEUTE U
MPAKTUYECKUTE 3a7a4M, KOUTO MPEACTaBA B HES, 4aCT OT KOMTO 3aMMCTBA OT BEUe
YTBBPACHU IIKOJIM M TMPUHIMIN — € IUIOJ Ha 3aJbJIO0OYEHO H3CJEeIBaHE U
JIOTUYECKHU MOAX0/I. B Tazu MeTo10510THs TOU € MPUIIOKIII IPUHILIMIHN U UEH, 32
KOUTO TEIbpPBa € MPEACTOSIO0 J1a ObJAT MIMPOKO MPHUIOKEHH B MPAKTUUECKOTO

oOyueHue.

Hanpumep cpaBHEHMATAa MEXIY My3UKaTa U CIIOPTA, KOUTO aBTOpa MPaBU
Ha 0a3aTa Ha OOIIOBAJIMAHM MEXAHWYHU MPUHLIUIH, TEAAroruuecKusi Mmoaxo/,
KOraTo CpaBHSIBA TPEHHUPOBKATa HA €IUH CIIOPTUCT C Ta3u HA €UH MHUAHUCT;
Hy)XJaTta OT (u3nyecka U3APHKIMBOCT W HU3TPAXKAAHETO HA TCUXUKA;
WHJMBHUTyaJIHA TIOJrOTOBKA C BHUMATEIIHO U30paH penepToap, CboOpa3eH KaKTo

C Bb3pacCTTa, Taka U C Bb3MOKHOCTHUTC HA YUCHHKA — BCHUYKO TOBA ITOKa3Ba KOJIKO

53 “He0OXOIMMY CTHIIOBH M HCTOPMYECKH TTO3HAHUS, [ ...] N3ydaBaHe HA 3aMaJHATE TPAJUILMHA Y TOJEMUTE

W3ITBIHATENH, 3aM1a3¢HU OO TO B TEXHU M3IaHUS WIH IPeaBaHu OT MOKOJICHUE Ha TIOKOJICHHE Ype3
yuenurute.” ,,Jlumutsp Henos. benexxku no knasupHa negaroruka. Peromnuc, ®ounx 216, apx. ex. 371, n
8.

>4 yCJ'IOBHO, 3al0TO HC pasrojiaraMe ¢ HAJI0CTCH, 3aBbPIICH TCOPCTUYUCH TPYA. ben.a.
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PEJICBAHTHO € NPUJIOKCHHUCTO UM KbM JHCIIHA JaTa.

B merononorusita Ha HeHoB € 3a5105keH (OKyC BbpXYy KOHKpPETHKATa IpeT
aOCTpaKkTHUTE MOHATHS — B OOSICHSABAHETO Ha KJIABUpHATa TEXHHMKA JI0 TO3U
MOMEHT, C MAJIKO U3KIIFOUEHUS, Ca JIUTICBAIN CHU (POPMYIUPOBKH .32 IbPBU BT
Hlonen e u3Ben enHa cBoeoOpazHa (opMysa 3a MEXaHWUYHUTE NPUHLMINA U
IIpaBWJIHATA KJIABUPHA IIOCTAHOBKA B CBOS HEIOBBPLIEH IIPOEKT Ha

METOMOJIOTHS. > >°

B mpaktuueckara cu paboTa ¢ yYEHHUIM M CTYACHTH TOW € 3acTbhIIBal
M3y4YaBaHETO Ha OTJENIUTE E€MOXU B My3HKaTa, ooorarsaBaHe Ha o0IarTa KyiaTrypa,

HMHCTPYMCHTO3HAHNC, MY3HUKO3HAHHUC, TCOPHUA Ha MY3HUKATaA.

3.1.1 Kputnuen nornen Ha Jumutbp HeHOB BbpXy akageMUyHOTO

oOyueHmue.

B xomeHnTapure Ha /lumutbp HEeHOB BbpXy KiIaBUpHATA I1€1ATOIMKA MOTAT
Jla Ce CpelIHaT peaulla U3Ka3BaHUs, KOUTO M3pa3siBAT KPUTUYHOTO My MHEHHUE
KbM TEKYILIOTO MY3HKAaJIHO U B YACTHOCT KJIIABUPHO OOyUYEHHE B aKaJEMUYHUTE
cpenu B bwarapus. Herooro mMHeHue OuBa crojeneHo W oT akan. CTOSHOB,
Cropesl KOroTO 4YacT OT IPUYMHUTE 3a HE3aJ0BOJIATEIHOTO HHMBO Ha
M3IBJIHUTEICKO MAWCTOPCTBO MNPHU TOJISIMA YacT OT 3aBbPLIMIIMTE BHUCIIE
MY3UKaJIHO 00pa3oBaHuEe OBJIrapcKM NMUAHUCTH € JIMIIcaTa Ha J00pe pa3BUTa

IIKOJIA ¥ JIOLIH YCIIOBHS 3a MY3UKAIHO Pa3BUTHE."’

Cnopen HenoB ce paboTH eQuWHCTBEHO 3a Ch3AABaHETO Ha ,,000pu

55 Karo yunren no nuano Illonen e Gui quaneKkTuK, a aBTOPUTE Ha ,,AHCTPYKTUBHU® IPOU3BEICHUS Ca
cxematuii [...]“. B: Heliray3, I'. 3a usxycmseomo na kraguprnomo uznwvinenue. Hayka n uskyctso, C.
1962, c. 98.

36 “Project de méthode” npencrasisBa ckumpan ot [1oneH onuT 3a METOIOJIOTHS , 38 IILPBH BT
nyONMKyBaH ¢ M3LSJI0 peBu3upana Tpanckpunius ot JKan-XKak Airengunrep B: Eigeldinger, Jean-
Jacques. Chopin: pianist and teacher. As seen by his pupils. London, 1987.

37 CrosiHoB, A. U3kycTBOTO Ha muanucra. Codust, 1954 1., c. 21.



yueHuyu ‘', KOUTO J1a CM B3UMAT YCIICIIHO TOJWIIHUTE W3IUTH, Ja y4acTBaT B
,»Cbcmezanusa'* v aa ce AUIOMHpPAT, 6€3 J1a ce Bilara 10CTaThbyHO B U3TPAKIAHETO
HAa WHAMBUAYAJHU MY3UKaHTH, WU3TPAJCHU JIMYHOCTH, YUUTO peErepToap Aa

OTroBaps Ha TEXHUTE Bb3MOKHOCTU M JAPOBAHUS. 0

3.2. KakBo € XxapakTepHOTO U HOBAaTOPCKOTO B KJIaBUPHATa LIKOJa Ha
JumuTsp HeHOB 1 KakBa € poJisita My Ha IMAHKUCT U ME€Jaror B

Pa3BUTHETO Ha ObJIrapckaTa KjaBUpHa IIKOJIA.

XapakTepHOTO 3a KjiaBupHaTa mkona Ha Jumutrsp HeHoB e MoaepHusr
MOAXO/, TP KOWTO C€ BKJIIOYBA CHhUETABAHETO HAa HAM-pA3IMUYHU TEXHUKU 32
MPEOJIONISIBAHE HA 3BYKOBO-MHCTPYMEHTAJIHUTE M WHTEPHPETALUOHHU 3a/Jayvu
(MHAMBHIYaTHO U3TOTBEHU YIIPAXKHEHHUS 32 YUEHULIUTE, MHAUBHU1YaTHO U3TOTBEH
peneproapen mian>’). Toll mogabp)ka Te3aTa, Y€ €IMH MJaJ MY3UKAaHT HMa
HYXJIa OT CUCTEMa, C KOSATO Ja paboTu, Ja AaBa pe3yiaTaTH U Ja UMa JIOTHYECKU

CMUCBII KAKTO 3a IPENOJaBaTeIs, Taka U 3a yueHuka.*

3.2.1 Cratus ,,bpirapckara Mmy3uka Iie 3ajiee cBera

Bpb3kara mexny kimaBUpHUTE Kommo3uiud Ha HeHoB ¢ Owarapckus
(G oJIKJIOp M 0COOEHOCTUTE HAa XapMOHUYHUS MY €3UK € pa3rje/laHa B CTyAusTa Ha

[Tenuo CrosnoB or 1969r.%! 1 mo-mamabHO B MBLPBOTO MO POAA CU Pa3rbPHATO

58 Henos, 1. [TMcMO-H31105KEHUE 10 MUHKUCThPA. .., . 80.

59 benexku 3a negarorukara — HeHoB € GMII TPOTHB HAJAaraHETO HA 3aDKATEIIHU MECH 32 THAHO
TOJUIITHYU M3MUTH. B THCMO 110 HeroBa yueHW4Ka i mumie: ,,He 6ux Bu cveemsan oa ceupume bemogen
KOHYyepma, oceen 6 kpaer cayuai I ma vacm.[...] Cmamam, we konyepmovm om Moyapm we Bu 6v0e no-
y00beH [...] 3a dpyeama npoepama oux Bu nocveemean 0a He s npagume camo om Hewama yyeHu npe3
nocieonama 2oouna. Msnonszsatime no-cmapu pabomu — nanp. Rondo om bemosen. [ ...] nanucax HaKkoako
MAAKU nuecu 3a NUAHo — yacm om eoun yuxwvi om 24 nuecu 6 scuuxu monannocmu.”. B: HA-BAH, ®216,
om. 1., a .e. 605, [lucmo ot Aum. Henos 1o [Ana] Banosa cbc cpBeTH Aa n30epe npaBuiieH peneproap,
13.10.1945. ben. a.

60 Toii He Ge KIIaBUPEH MENaror B TECHUS CMUCHI Ha Aymarta. Heropoto obyueHue ce OTHACAIIE KbM
ISUIOCTHOTO M3TPaKJIaHe HA My3HUKaTa, KbM (OpMEpaHeTo Ha nuaHocTTa.”, iBaHn bakanos — ,,B manTeona
Ha Obarapckara Kyarypa“. B: Jumumwp Henos. Cnomenu u mamepuanu. Cwet. JI. Hukonos, Codus
1960r., c. 18.

8! Crosinos, I1. XapMoununusT e3uk Ha J[umutsp Henos. C., 1969.
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Hay4HO M3CIIeJBaHE BbPXY XapMOHMYHUS €3uK Ha JlumMuthp HeHos ot mpod. a-p
Huxomnaii I'panes®®. B nero I'pajeB € u3BeN CBOM METO/I, C KOWTO 11 Ce U3CIenBa
XapaKTEPHUS My3MKaJIEH €3MK HA KOMIIO3UTODPA, KOUTO ,,ipasu uHOUUOYaIHUA
cmun na J]. Henoe cunxponen na mooepuume esponeticku meHOeHyuu Ha C60emo

epeme. %

3.2.2 CumeTtpusiTa KaTo TpaJuBEH €JIEMEHT B KOMIIO3UIIMOHHATA U

KJIaBUpHA TexHUKa Ha lumutep Henos

“64 g crienmpuuHUTE

3a HeHoBus ,,opuruHaleH, Mo0epeH My3UKaJeH e31K
CUMETPUYHH SIBICHUSA, KOUTO ['pameB omucma, ce 100aBs ,KUHEMUYHUSAM
acnekm, KOUTO BEPOSITHO € CBBpP3aH C HEroBara ,,KIAGUPHA MEXHUKA, C
NO3UYUOHHOCIMA 8bPX) KIABUAMYPAMa, KOSMO Moxce 0a ce 8b3npueme Kamo
c80e00pasHa asmomophua KoHpueypayus, noonedxcauja Ha OsudiceHue u
n00aBs, 4e u3X0oxkaa ot dhakTa, ue ,,cUMempUdHUAmM 1d0 HAMUPA HAU-NbIHA U3564

UMEHHO 6 KNasuprume my meopou %

3.2.3 IIpbCTOBKA U TEXHUYECKU YIPAKHEHUS

OT wm3nbJIHWTENCKA IJeAHa TOyka, HEHOB € mpeacTaBuil peleHus Ha
peauna TEXHUYECKM 3aJadyd, KOUTO CTOST IIpe] IMAHUCTA, KAaToO €IHa OT
OCHOBHUTE € Mpo0ieMaTruKaTa Ha MpbCTOBKaTa. B uepHoBaTa Ha pa3zpaboTkaTa cu
3a TEXHMKaTa Ha MManoTo®® Hamupame 11 mpuMepa OT pasIMYHU KOMIIO3UTOPH, B

kouto HeHoB npujiara CBOMW INPEAJTOKCHHUA 3a MNPLCTOBKA M YIHOPAXHCHHA 34

YCBOABAHCTO U KbM CIHHN OT HaW-B3UCKATCIHUTE B TEXHUYECKO M MY3HUKaJIHO

OTHOIIICHUA TBOp6I/I, KakBUTO ca [lloneHoBUTE €TIOAN.

62 I'panes, I'. MeTon 3a u3ciieBane Ha CHMETPHYHONA0BOTO My3UKAJIHO MHCIIeHe Ha JluMuThp HeHos.

ABropedepar Ha aucepraimones Tpya. Codust, 2012, MM-BAH.
% 'panes, mak Tam, c. 34.

% Tlak Tam, c.7.

% TTak Tam.

8 Humumuvp Henos. benexcku... “, c. 2/11.
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3.3. IIpakTHYECKO MPUJIIOKEHUE U IIPUHOC HA cucTeMara Ha JluMuThp

Henos 3a CbBPEMCHHUA ITMAHUCT U KIIABUPCH ITPCIIOAaBaTCII.

O6miata cucteMa Ha HeHoBHS memarorudyecku Mojaxoj ce Oasupa Ha
Ch3/IaBaHETO HA 3aBBbPIICHU U MBIHOKPHBHHU apTUCTU-MY3UKAHTU U
TBOPIM, a HE BB3MUTAHUIMA HA CXOJACTUYHO-POPMAJICH TearormuecKu

moaxo;. %’

3.3.1 PpkoBoiHM ipuHLIMIIM HAa HeHoBaTa MeTo10J10T U

Henos cnionienst, ue Hay4yHara My pa3paboTKa € ,,0CHO8AHA HA 3A0PYHCHUME
npoy46aHus Ha nedazo3u, MmexHuyu u jleKapu-gusuonosu’‘, Karo MeToguvyHaTa i
4acT € ,, 0OCHOB8AHA 8bPXY HAYYHO NposepeHy onumu‘‘, a OCHOBHATa 1 3aj1aya € ,, e
camo Kaxkeo mpsbea 0a ,,Modce’’ eOuH NUAHUCM, HO U KAKBO mpsoea o0a

3nae e 68
» .

3.3.2 [locTaHoBKa

B xopecnonaenuusita mexay Hdumutsp HenoB u A. I1. Illanos, unuto
I'bPBU MPENNC € MPEACTABEH B HACTOSAIIUS TUCEPTALIMOHEH TPY/I, C€ pa3oupa, ue
MeToj0JIoTusITa My KbM 1946r. (criopea aBTopoBara JaTUPOBKA HA MHCMO-

69 6
yepHoBaTa®’) e Ouiia B HanpenHana (aza. M3cnenBanero mokasa chino, ye Henon
€ MOCTUTHAJI OKOHYATEJIHOTO 3aBbpUIBAaHE HAa TpyJa cu KbM 1949r, kakto u e

OCBILECTBUII IPEBOJ (YaCTUYUEH WITK LISJIOCTEH ) Ha LUTUpaHKs BbB Bropa riasa

67 | 0a ce cw3dasam ne ,,000pu yuenuyu “, m.e. dobpe npu2omeeHu 3a USNUMU Y4EHUYU, YUemo CEUPeHe
O0OUKHOBEHO Ce MAKCYBA KAMO KOHCKU HAOOS28AHUS NO KIAGUULIUME, A JHCUBU MY3ZUKAHMU NO020MEEHU
docmamvuno cied Kypca 8 Axademusma 3a eOHa camocmosmenna, Omeo80pHa paboma Kamo yyumenu,
npenooasamenu, a ako umam u Heobxooumume xavecmaa, u 3a apmucmu. “ B: Henos, /1. ,,Ilucmo-
W3noxenune no MUHUCTHpA Ha... , C. 81.

% [Tak Tam.

8 Iucmo-uepnosa om JI. Hernoe do Illanoe..., 1. 2.

70 “Aganus knapupHoii Texuuku. Otkben. [Ipesox ot pyc. e3. 1. Henos”. HA-BAH, ®. 216, a. e. 418, 13
1.
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tpya Ha llanoB ,,Oneim ananusza gpopmenuannori mexHuxu 6 ee 3a8UCUMOCIU OM

MexaHu4ecxkux ¢paxmopos .

B [I[anmoBoTo Hay4YHO U3caeABaHe 09Xa OTKPUTHU CXEMAaTUUYHU UIIOCTPALUH
Ha pa3IMYHU TIO3UIIMU Ha PBIETE BHPXY KiaBuarypaTta. OcHoBHaTa ¢urypa € Ha
MPAaKTUKA MAECHTUYHA C Ta3W, CKulupaHa oT HeHoOB B ,.benexkn nmo knaBupHa

HGI[EIFOFI/IKa“ Hu Morart aa 6’I)I[aT HarjieaaHo CbIIOCTABCHU TYK:

Hzo6paxenue 1. [anos’!

KNABHWA HAXATA

Puc. 20.

PeakTHBHOE H peccopHoe ABHX{eHHE B NACTHO-
¢anaHTOBOM COYJEHEHHH.

PeakTHBHOE—BBeDPX; PeCCOPHOE—BHH3,

Uzo6paxenne 2. Henos™

"I [Ianos, A. I1. ,,OnsIT aHanusa...«, c. 66.
2 umutsp Henos. Benexku 10 KiaBupHa regarorvka. .., 3/7.
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OT Te3u M300paXkeHUsl CTaBa BUJHO MO3ULMOHHMPAHETO Ha LisjaTa pbKa
CIpSMO KJAaBHATypaTa, BIrbIbT MEXKIYy paMEHHaTa CTaBa W JIAKBTA U
XOpU3OHTAIHATA JIMHUSA, KOSATO CBbP3BAa FOPHATA YacCT HA JIAKBTA C KOKajyerara
Ha npbctuTe. M nBere wu300pakeHUss ca TOJ3BaHM OT aBTOPUTE UM 34
OHarJIeABaHe Ha [IPaBUJIHATA [IOCTAHOBKA HA PBLIETE U HAal-BEUE KYIIOJIOBUAHATA

dhopma, KoATO JyiaHTa U IPbCTUTE 0Opa3yBar.

3. 00sICHSBAaWKH C

HeHoB BbBEXKIa TEpPMUHA ,,aKTUBHO HampexeHue'’
HEro pe3yjTaTa OT TOTOBHOCTTA Ha TSAJOTO Ja MOXKE BbB BCEKM MOMEHT Jia Ce

aKTUBU3UPA.

[TonoOHO M300paxkeHue ce cpela B HayyHoTo u3cienane Ha Moxed [ar

,,TeXHHKAaTa HA CBHpeHe HA muaHo’*

, I3105JI0 IIOCBCTCHO Ha MCXaHHUYCCKUTC
HpO6J’ICMI’I N ABMXKCHUATA, KOUTO TpH6Ba Jda CIIy’KaT 3a OCBIICCTBABAHCTO Ha

MY3UKAJIHUTE LENH:

Uzobpaxkenue 3. [at

3 umutsp Henos. benexku .. .ITak tam, 1. 14/7.
4 Gat, Jozséf. Die Technik des Klavierspiels. Budapest, 1956.

5 Fiir das Klavierspiel gelten die allgemeinen Bewegungsgesetze genau so wie unsere sonstige Tatigkeit.
(mem.) - OOmuUTEe 3aKOHM HA ABMKEHHUE CE MPHUIaraT 3a CBUPEHETO Ha MTHAHO TaKa, KaKTO ¥ MPHU APYTUTE HU

neitHocTH. (peB. a.). LluTar B: mak tam, c. 3.
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OO01oTO MEXIy TPUTE IPUMEpPa Ca CXEMATUYHOTO U3PAKEHUE HA €HA U

Chlla MEXaHWYHA MapaJurMa, U310 MOJUYMHEHA HA JIOCTOBUS MEXAaHU3bM,
76

onucad ot lloneHn’® u cBOABT, onucan (6€3 WIIOCTPATUBHO U3PAKEHUE) OT A.

Crostaos. /778

3a I0JI0’KEHUETO HA PBKATA U U3IIOJI3BAHETO HA ,,TEKECTTa ™ — METOJI, KOWUTO
ce BbBeXJa oT by3onu u nopassusa npu bpaiiTxaynt — Hali-TOYHO 0OsCHEHUE

nasa IlloneH, KOWTO s HapUya OMOPHA TOYKa ,,pivot:”.

3.3.3 Metonbt Ha lllonen kato ocCHOBOIOIAralll 3a CbBPEMEHHATA

KJIaBHpPHA LIKOJa

Ensa mpe3 1958r. ¢ myGnamMKyBaHETO Ha TEOpETMYHATa pa3pabOTKa Ha
Ienpux Heiirays (Xaiupux Hoiixaye)®,,3a uszkycmeomo na knasupnomo

uznvianenue. 3anucku na neoazoza'®

, KOSITO € W Hal-Mo3HaTaTa U LIHPOKO
ynotpeOsBaHa METOIOJIOTHS IO MOMEHTA, CE cllara Ha4aJloTo Ha efHa 00o01eHa
U cucreMarusupana wmerogosorus. Karo Hal-rnaBHa, nOpegonpenessiia
HayajHata (a3za Ha KJIaBUPHOTO OOy4YEeHHE, TOW ChIIO TOCTaBs KJIaBHpHATa
noctaHoBka Oa3upana Ha lllomenoBara popmyina, kosTo HapuJa ,,reHUAJHA MO

CBOATA ,, AaJeK00oiiHoCcT KnaBupHa Gopmyma.* 2,

76 Tepmun ot MeTona Ha Illonen — “Place the fingers occupying the high [=black] keys all on one level and
do the same for those occupying the white keys, to make the leverage relatively equal; this will curve the
hand, giving it the necessary suppleness that it could not have with the fingers straight” — IloctaBete
BCHUYKH MPBHCTH U3PAaBHEHH BHPXY BHCOKUTE KIIABHIIH [=YEPHUTE| U HAMIPABETE CHIOTO C MPHCTUTE, KOUTO
ca BppXy OeNHTe KJIABUIIM TaKa, Ue JJIOCTOBUS MEXaHU3bM Ja € TIPUOIM3UTEIHO U3PABHEH; TOBA I1Ie 320011
pbKaTa, TaBaiiku i He0OXOAMMAaTa I'bBKaBOCT, KAKBATO C U3NbHAMU Npbemuy He 0u nMana.” (mpes. a.). B:
Eigeldinger, Jean-Jacques. Chopin: pianist and teacher. As seen by his pupils. London,1987, c. 238.

7 pbcTuTe B3eMar opMara Ha CBOJ — T€ Ca JOCTATHYHO 3aKPBIVIEHH, 3a JIa MOXKE TAJEIbT 12 MUHABa
cB00OomHO oA TaX.” CTosHOB, A. 3KycTBOTO Ha MUaHUCTA. .., C.31.

81...] ,,Hail-noaxonsina ce oka3sa OHast IIOCTAHOBKA, TIPH KOSATO BCEKH MPBCT CE TIOCTaBs Ha OMPEIENEHO
MSCTO BBPXY KJIaBUATypaTa B 3aBUCHMOCT OT ABJDKHHATA CH.*, TTaK TaM.

" Pivot (aHri.) - oc, ONOPHA TOYKA, OC HA BEPTEHE.

8 Tenpux 'ycraBosuu Heiirays (1888-1964), pycky IMaHUCT ¥ U3KYCTBOBE, €IIUH OT
OCHOBOTIOJIOXKHHUITUTE HA PycKaTa KIaBUPHA IIKOJIA, podecop B MOCKOBCKaTa KOHCEPBATOPHS U HEWH
naupekTop (ot 1935-1937r.). MU3rounuk: https://www.gnesina-museum.com/nejgauz

81 Heiirays, I'. O6 uckycctBe (hopTenvanHoi urpsl. 3anucku negarora. Mocksa, 1958.

82 Tesu met HOTH: MU, (a JHe3, COJ [IUE3, JIa JAUE3, CU JUE3 — Ca ChIbPKAHUETO HA IILPBHUS YPOK 110 TIHAHO
Ha IllormeH [...]mppBHAT B cucTeMaTndecko otHomenue. . Hewrays, I'. 3a uzkycmeomo na xnasuprnomo
usnwviaHenue. 3anucku Ha nedazoza. Hayka u uskyctBo, 1962, c. 96.
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Tyk Toli mpuiara U HOTHOTO HM300paxkeHume Ha Tasu dopmyna®, xosro
npeau Hero U HeHoB e onucan B cBosTa ctyaus ,,OT €T0JIa 10 KJIABUIINTE HA

nuanoro*: %

N3obpakenne 4.

30
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JIBI>KEHHMETO Ha MOThBAaHE HAa NPHCTUTE B KiaBuiiute npu HeHoB e
OMKMCAaHO, KaTO AUPEKTHO BEPTHKAJIHO, MOJ3Ballku pbKaTa KaTo YacT OT
OKPBXHOCT, YUHTO LEHTHP € PaMoTo , > a mpu Helirays — kato ,,nodemen

Kkpan“u ,moct*.*

HpI/I HenoB ocHOBHaTa ICJI Ha KJIaBUPHATa TCXHHUKA HC CC N34YCpIIBa C €AHO
MaKCHUMaAJIHO I[O6p0 n 6’bp30, MCXaHWUYHO JABHXCHHMC Ha IIPBCTUTC, @ B TOBA C
JICKOTA Jia C€ IMPeoa0JICC BCAKO ChIIPOTHUBIICHUC U [1a CC ITPOU3BCAC IBJIHOLICHCH,

I'bJIHO3BYYEH U PE3OHAHTEH KIABUPEH TOH.®’

8 Tax Tam.

84 nocmasenu nvpeus u nemu npvem Ha OACHAMA PbKA, 6bPXY CEKCMAama My Obl2ume 6mopu, mpemi,
yemebpmu NPvCm Haseam y0ooHo 6bpxy ga-oues, con oues, 1a oues. 3akpveienocmma Ha poKkama
0cmasa cvyama KaKxmo npu c60000Ho naoawama. Taka pvkama nouusa 6vpxy Kiaguamypama.”,
[Ipunoxenue 3: ,,0T cTOJIa 10 KIABHIIATE HA MHAHOTO ..., c. 9/10.

85 Tosa nomweane He e HUWO OPY20 OCE6EH €OHO BEPIMUKAIHO 0BUIICEHUE, ONUCAHO OM PBKAMA KAMO YaACm
om oxkpwocHocm ¢ yenmvp pamomo.* Ilak tam, c. 9, 10.

86 A3 cpaBHSBax LiUIaTa PhKa OT PaMOTO 0 KpaifdeTaTa Ha IIPHCTHTE ¢ BUCSIL MOCT, €IHMHMAT Kpai Ha
KOMTO € 3aKpereH B paMeHHaTa CTaBa, a IPYrusT — B IPbCTa BbPXY KiIaBUaTypara. ,,MocTbT € I'bBKaB U
€JIACTHYCH, & OTIOPUTE MY — 3/[paBU M YCTOWYHBH (IIIOM KaTo pbKara ¢ MPBCTUTE CE MIOBJANUTHE HAJ|
KJIaBHATyparta, 00pa3bT 3a ,,MOCTa* BeUe € HEBEPEH; TOraBa € Mmo-100pe J1a CH MPECTaBUM ITOIEMEH
»kpan“)“. Heiirays, I'. 3a usxycmeomo na xnasupromo..., c. 113.

87 Hue 0okazaxme, ue MyCKyIHO-MeXAHUYHUME NPUHYUNU CA 6 NPAKA 3A6UCUMOCHT O MOHOE0NIO
cu3nanue’. ,,OT cT0Ja 10 KJIABHIINTE...*, c.12.
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4. 3aKIr0UYEeHHUE

N3cnensannre pbkonucn Ha Jlumurbp HeHoB BbpXy NHHaHU3MA U
KJIABHMPHATA MeJArOrHKa B HACTOSIIIMS TPYH ChAbPKAT KOHKPETHH U SICHU
GbOopMyTUPOBKM Ha €AWH aganTupad, npodecroHaseH W, Makap Ha MecTa
OTIPOCTEH — pa30upaeM U TOCThIICH €3UK. Te mpecTaBisaBaT HayyHO 000OCHOBaHA
U HaITbJIHO peJIeBaHTHA KbM JIHElTHA aaTta nHdopmanus. [lonHecena He B cTporo
aKaJeMHUYeH, a Ha MecTa JOpH MoJ (hopMaTa Ha UMITPOBU3UPAHA JICKIUS BU, Ta3U
uHdopmalusi uMa TMOTeHIMana Ja Obae pazdpaHa oT Bceku. HeroBorto
U3CIe/IBaHe B roJisiMa CTENEH OMbJIBA U CUCTEMAaTU3UPa KJIABUpHATA Me/1aroruka
U TEXHHKA, KOETO T'0 MpPaBU LIEHEH B KYJITYPHO M HCTOPUYECKO 3HAYEHUE

apTedakr.

5. 13Bo M ¥ TIPUHOCH HA HACTOSIIIOTO M3CJIEBaHE

H3600u

1. Pa3kpuBane rieanara Ttouka Ha JlumuTbp HEHOB OTHOCHO KIIHOUOBHU
aCIIEKTH U Pa3KpPUBAHETO HA MPAKTUYECKU OPUEHTUPAHU PELLICHUS B KIaBUpHATA
NOAroTOBKA. Ta3u rieaHa Touka € 0COOEHO LIEHHA, KaToO U3BEJEHA OT NO3ULMATA
My Ha KIABUPEH IIE€Jaror C W3KIIOYNATEIHU IIOCTHKEHHS W IIPUHOC 3a

ObJIrapckaTa KjJaBupHa My3HUKa.

2. VzBnuuane u pekoHcTpykius Ha HenoBara meronosiorus ,, Texnuka Ha
NUAHOTO, TEOPETHYHA U METOAMYHA 4YacT* upe3 nemudpupate U Ipenuc Ha
aBTOPOBUTE PHKOMUCH, B KOUTO Ca OYEPTAHH SICHU (POPMYITHUPOBKH U CE OTKPUBA

MOZACPCH MCAAaroruniCCKu MmoaAX0Hd.
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3. Ha 0a3ata Ha TpaguIuuTe B KJIABUPHHUTE IIKOJM M COOCTBEHATa CHU
MeJarornyecka MpakThuKa W Hay4YHO-U3CIIeoBaTeNICKa padora, HeHoB e u3Ben,
00001 M 3alUTWII CBOM HACH U ACHUHHUIIMH, U OCOOCHO CBHIIECTBEHU
MPAKTUYECKA ACTEeKTH 3a Pa3BUTHETO Ha KJIIABUPHATA IEJAaroruka U BHOOIIE
pa3OupaHeTO 3a MHCTPYMEHTa. Te ca Mo ChIIEeCTBO MPSIKO CBBbP3aHHM C HETOBaTa
npodeCHOHATHA CKCIIePTH3a, CTHJIA M OMKMTa My Ha KOMIIO3UTOP M KOHIIEPTEH

ITMaHUCT.

4. Te3u pbKOMKUCH MPEACTABISIBAT KAKTO OTKPUTHE C HAyYHA CTOMHOCT 32
m3cinenoBarenute Ha Jlumutbp HeHOB, Taka M BB3MOKHOCT 3a KIIABUPHUTE
MeJaro3u U UHTEPIPETATOPU Ype3 TAX Ja 000raTAT M pa3BUAT MMO3HAHUITA CU B

oOmacrra.

5. B cBoAra Mmeroguka HeHOB € cmonenun W3BECTHU YHUBEPCAIHU
OPUHLMIM B OoOyiacTTa Ha OMOMEXaHMKaTa M IICUXOJIOTHUSTAa Ha KIIaBUPHUS
U3IIBJIHUTEN MPEJCTAaBeHH Ha JOCTBICH €3MK — MPUHIUIH, KOUTO Ouxa Omiu

ITOJIC3HHU 34 BCCKHU HM3y4daBalll HHCTPYMCHTA.

6. Ocobeno OCHHH Ca HCIOBUTC 00SICHEHMS 3a ITOCTAHOBKA M 3aBUCUMOCT
MCXKAY JABHIKCHHATA HaA OIIOPHO-ABUIATCIHHUA arapar WM 3BYKOM3BIMYAHCTO,

KOCTO IO-CHIICCTBO € HAITBJIHO PCJICBAHTHA N AKTyaJIHA HpO6HeMaTI/IKa.

[IpuHOCH Ha nucepranusTa

1. Pazunrane u mpenuc Ha aBTOpPOBH pbkomucu oT Jumutrbp HeHos,

HaMupanu ce B apxuBa My BbB @onn 216 B Hayunus Apxus nHa BAH.

2. Cbp3BaHe Ha OT/AEITHUTE ABTOPOBU OEJIEKKH U OTKBCU OT TEKCTOBE, 32
J1a TIOKa)KaT €/1Ha NI0-sICHA KapTHHA 3a HAy4YHOTO u3ciensane Ha Jlumutep Henos
BBPXY MpOOJEMHUTE Ha KIABUPHOTO M3KYCTBO M IEJAroruka M Ja ce HU3BJeue

OJ10CTHA KOHICIIIKMA Ha HEroBaTa MCTOA0JIOI'HA.



3. OchbLIECTBEHO MEXTYHAPOAHO IPOYYBaHE HAa 0a3a UCTOPUUYECKH JIaHHU,
3a €BEHTYaJHOTO CBLIECTBYBAaHE Ha 3BYKO3AIIMCHU MAaTEpUAM, ChbAbPKAILU
u3nbiaHeHuss Ha Jumutbp HEHOB B paano M KMHO apXMBHUTE Ha Pa3Iu4HU
€BpPOIIECHCKU bpKaBU, B KOUTO HEHOB € m3Hacsan KOHUEpTH, B T.4. ['epManus,

Opannus, XbpBatus, CbpOus.

4. CenocraBsiHe Ha Henoara MCTOAOJIOTUA € APYru, AOKas3ajiu CC BbBB

BpPEMCTO TaKHUBa.

5. Ilpenuc Ha Hemo3HaTa kopecnoHaeHius Mmexay . HenoB u A. I

[I{amos.

6. AHanu3upaHe Ha OTKBCUTE OT IPEeBOJIa OT pycku Ha Jlumurbp HeHoB Ha
Meropojoruara 3a kinaBupHata TexHuka oT A.Il. I[lanos. CwnocraBka c¢
OpUTHHAaJA Ype3 U3I0I3BAHE HA HAMEPEHO aBTCHTUYHO HEMHO KOMKE OT IIbPBOTO

1 u3naBaune npe3 1931r.

7. Jloka3aTencTBo 3a KopejauMsTa MEXAY KOMIIO3UTOPCKOTO U
MHTEPIIPETATOPCKO MaCTOPCTBO Ha HEeHOB ¢ mocTmwxeHusiTa My B 00JiacTTa Ha

KJIaBUPHATA IIcaaroruka.

8. Bp3aMoxHOCT OBIrapckaTa My3uKaiHa OOIIECTBEHOCT Jia Ce 3aro3Hae ¢
enHa cinabo W3BeCcTHa jocera npodecuoHanHa vepra Ha Jumutsp Henos, c
HauyMHa My Ha MHCJICHE — ITOBOJ 32 IMO-HATATHITHOTO aHAM3UPAHE HA HAYIHUTE

MY HU3CJICABAHUS B obOiacTTa Ha KIIaBUPHOTO U3KYCTBO U IICIAaIOTrvKa.

9. IlpunoxxHa ¢yHKIMs Ha 1o0MTaTa (hopMa Ha METOIOJIOTHS.
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6. Hayuynu nmyOnukanuu no temarta Ha JTUCEPTAMOHHHUS TPY

B’bnrapcxaTa MY3HKaJHa c¢Jjie1a B FepMaHl/lﬂ MEKY ABETE CBCTOBHU

BoiiHu — FOro3ananen ynusepcutet ,,Heodur Puiicku®, 2022, oy neyar.

Juvursp HeHOB 3a npUHUMINTE HA KJIABHPHATA TEXHUKA —
Hemno3Hara kopecnonaeHuus ¢ A. [l{anos — [IposieTHH Hay4YHU YeTEHUS,

HMA ,Ilpod. [Tanuo Bnagurepos*, 2024, nox neyar.
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INTRODUCTION

Dimitar Nenov (1901-1953) stands out as an artist who made a remarkable
contribution to the establishment and advancement of a distinctive and modern
Bulgarian piano school, building on the principles and traditions of the Western
European piano tradition. His unique compositional style blends modernist trends
of the early 20th century with the essence of authentic Bulgarian folklore, creating
a legacy rich in both musical scores and written material. A significant portion of
this heritage, preserved primarily in the composer’s archive at the Bulgarian
Academy of Sciences, remains largely unexplored and awaits further examination

and study.

The object of this study is Dimitar Nenov's emblematic piano approach,
which encompasses both creative and scientific-pedagogical dimensions. This
approach is examined through the presentation of materials preserved in his
archival collection at the Bulgarian Academy of Sciences. These include the
comprehensive study “From the Chair to the Piano Keys, ” as well as handwritten
notes on piano pedagogy and musical interpretation. The study investigates the
relationship between tradition and innovation in the context of the problems
inherent in Dimitar Nenov's piano pedagogy and performance practices, as

reflected in his written and musical legacy.

The relevance of the study is rooted in the necessity to examine the
composer’s pedagogical system, preserved in his verbal heritage, as one of the
foundational systems of the first half of the 20th century and to make it accessible

to the musical community, including pedagogues, performers, and critics.

The main purpose of this study is to decipher, transcribe, and analyze
previously unexplored texts by Dimitar Nenov with a focus on methodological
and theoretical content. Most of the handwritten and typewritten materials are in
good condition, though often presented as sketched ideas that are at times difficult

to read. For in-depth analysis, these materials have been digitized in high



resolution, with facsimiles included in the “Appendices” section. The following

tasks arise from this purpose:

- To review the available literature for relevant analyses of Dimitar Nenov’s
piano works, as well as his handwritten notes, original musical texts, published
scores, and sound recordings.

- To examine key theoretical works and analyses on piano methodology
from the 1950s.

- To analyze works, dissertations, and publications dedicated to Dimitar
Nenov’s contributions.

- To digitize, transcribe and analyze the content of the composer's texts on
piano pedagogy (Inv. 216, Scientific Archive of the Bulgarian Academy of
Sciences);

- To compare Nenov’s research on piano pedagogy with significant global
tendencies and achievements in the field.

- To conduct a comprehensive international investigation of radio and
television archives to verify the existence of surviving recordings of Dimitar
Nenov’s performances.;

Research methodology includes:
» Comparative method

- study of Dimitar Nenov's pedagogical and piano approach and his style
characteristics in comparison with the existing methodologies and their

implemetation;
¢ Analysis and synthesis

- Analysis and synthesis of the content of author's manuscripts on piano

pedagogy and musical interpretation;
e Synthetic method

- Bringing together the fragmented elements of the author's concept and
methodology.



1. Retrospective of the Bulgarian Piano School from its
Establishment to the mid-20th Century. The Role of Bulgarian
Composer-Pianists of the First and Second Generations in the

Establishment of Academic Principles.

This exposition explores the cultural and creative renaissance in Bulgaria
from the late 19th to the early 20th century, highlighting the role of composer-
pianists in shaping both the development of the piano school and the broader
identity of Bulgarian music. Their work is characterized by a symbiosis between
authentic Bulgarian folklore and contemporary compositional methods. The key
achievements of the First Generation of pianists and pedagogues, who elevated
academic education to a professional standard by integrating principles from

renowned international schools, are also outlined.

Through a retrospective of Dimitar Nenov’s' life and professional
development, as one of the most prominent representatives of the so-called
Second Generation of Bulgarian composer-pianists, this chapter examines his
independent growth and academic training. Particular attention is given to his
connection with the classical piano schools, especially that of Ferenc Liszt, which

served as a cornerstone for the modern pianistic method.

1.1 The Processes of Independent Development and Vocational

Training of Dimitar Nenov.

This study establishes that Dimitar Nenov’s pianistic, compositional, and

pedagogical thinking are inextricably linked and mutually complementary. It

119.12.1901 Razgrad — 30.08.1953 Sofia.



explores his innate pianism, early independent training, and initial compositional
endeavors, as well as his subsequent academic piano studies under Prof. Andrey
Stoyanov at the State Academy of Music. Notable achievements from the 1920s
are highlighted, including his development of a piano repertoire and his studies in

piano, composition, and architecture in Dresden.

1.2 Dimitar Nenov's Pianistic Approach and the Influence of
Various Schools on his Development as a Pianist: The Liszt—

Busoni—Petri Line

The process of Nenov's creative searches and his influence by Egon Petri
(1881-1962)? with whom he worked in the city of Zakopane, Poland in the spring
and summer of 1931, are been examined. The continuity with Ferruccio Busoni
and Liszt's school, their principles and their impact on Nenov's pianistic-

compositional development are been described.

1.3 Innovative Techniques in the Musical, Creative and

Performing Ideas of Dimitar Nenov.

Between the 1930s and 1940s, Dimitar Nenov established himself on both
the Bulgarian and European stages, excelling as a solo artist and in the field of
chamber music. His role as one of the pioneers in creating a Bulgarian piano
concerto, along with his innovative explorations in piano technique and
interpretation, is highlighted. The perspectives of prominent contemporary
researchers of the Bulgarian piano school, including Prof. Ivan Hlebarov, Prof.

Pravda Goranova, and Prof. Romeo Smilkov, are presented, shedding light on

2 Egon Petri (1881-1962). ,,German pianist of Dutch origin. In his youth, he studied piano with Liszt's
famous student - Teresa Carrerio. A decisive role in the formation of his artistic individuality was played
by the great Ferruccio Busoni, whose principles Petri adopted and further developed. One of the greatest
pianists of his time, in whose performing style the role of the intellect dominates." Goranova, P. The Art of
the Piano in Bulgaria. Sofia, 1999, p. 102.

8



Dimitar Nenov's contemporary interpretative concepts from both technical and

aesthetic standpoints.

1.4 Toccata for Piano as a Projection of Nenov's Pianistic Style

and Musical Mindset.

In the Toccata for Piano®, Dimitar Nenov’s emblematic compositional and
improvisational techniques are vividly expressed. The piece left a significant mark
on Bulgarian music in the first half of the 20th century. It underwent several

revisions by the composer before its final notation*.

The composer Trifon Silyanovski, one of Nenov’s notable students,
describes this large-scale piece, built on an ostinato eighth-note motif, as “the most
constructive and architectonic work of Dimitar Nenov™ in terms of form. With
its distinctive motoric movement and polytonality,® it reveals tangible similarities

with some of the iconic world works of its time, such as Prokofiev's Toccata’.

3 Toccata from toccare (Italian) — to touch, to knock. One of the oldest names of a piece for a

keyboard instrument (organ, piano), mostly of virtuoso character. In: Musical

Terminological Dictionary Comp. Svetoslav Chetrikov. Sofia, 1979, p. 332.

41t is known that Nenov performed his Toccata from memory for a long time before notating it: "It is a known
fact that he [Nenov] performed his own piano works without having them notated. A typical example is the
Piano Toccata, composed in the 30s. It was performed for the first time officially by the pianist-composer at
an author's concert at the National Academy of Music in June 1942. If not for the manuscript written by
Dimitar Nenov during his treatment in the early 1950s at Alexandrovska Hospital, this exceptional work of
20th-century European music might not be performed today." Smilkov, R. In.: Review of the Dissertation
"The Archive of Dimitar Nenov: Systematizations, Interpretations, Analyses" by Asst. Prof. Dr. Polina
Antonova, S., 2015.

3 Trifon Silyanovski. The piano style in the interpretation and in the compositional work of Dimitar Nenov.
In: Nikolov, L. Dimitar Nenov. Memories and materials..., p. 96.

¢ Simultaneous combination of different tonalities. (Dictionary of Music Terminology..., p. 259).
“Polytonal combinations are widely used on a larger scale in the "Piano Toccata", which is distinguished
by its complex harmonic language and massive texture." [...] ,,A similar phenomenon is also found in
some of the most significant examples of contemporary piano music, more precisely creating an analogy
with the finale of Prokofiev's seventh piano sonata, where a similar coexistence of major and minor third
tones of the tonic triad arises [...]”, “In the work of Dimitar Nenov, however, there are also such
phenomena that could not be explained by the existing norms of the previously known positions in the
science of chords. Here we are talking about such qualitatively new phenomena that are related to some
common processes affecting a large part of the music of the 20th century. [...] ,,such as Prokofiev,
Honegger, Stravinsky, Shostakovich, Britten, Bartok, etc.”. Pencho Stoyanov. The harmonic language of
D. Nenov. In: Nikolov, L. Dimitar Nenov. Memories and materials..., pp. 48, 50, 51.

7 Sergei Prokofiev, Toccata, d-moll, op. 11 (1912).



Nenov’s Toccata is characterized by a complex harmonic language and a unique
development of rhythm as an expressive, rather than merely technical, tool. It
features a vividly distinctive and memorable style of sound and atmosphere,
coupled with a simple yet crystal-clear musical structure. A fundamental element
in the work’s architectonics is the composer’s continuity with the authentic sound
of Bulgarian folklore. In the sketches for the piece, Nenov recorded the
chronology of its creation, along with the following note: “The toccata is based

on a Svishtov horo played on the tambura by Boris Denev [listened to in 1932]./%

1.5 Dimitar Nenov’s Pedagogical Approach and Theoretical
Studies.

In Dimitar Nenov’s theoretical works on piano pedagogy, presented
publicly for the first time in this study, he identifies the most pressing problems
and challenges facing future generations and offers his own solutions. Nenov
reveals that he developed his own theory and methodology, “Piano Playing
Technique — Theory and Methodology” which is based on “the most interesting
known systems.” ° Within this framework, he prioritizes the development of
sound and the cultivation of the student’s individual qualities'®. He defines
his primary objective as “the introduction of a new pianistic approach and

pedagogy, particularly influenced by Busoni's conceptions.” 1.

8 Tambura or tanbura (Turkish, from Persian) is a folk stringed instrument, widespread in southeastern
Bulgaria and the Pirin region, with a pear-shaped shape and a long neck, similar to instruments from the
Middle East [..]. In: Dictionary of Music Terminology..., p. 323.

% «[...] I advocate new pedagogical systems. Mainly along the line Liszt - Busoni - Petri; opponent of
Breithaupt and his supporters, Theoretically, I fully agree with Shchapov's system, applied by me before 1
knew it; I am currently working on the book "Piano Playing Technique — Theory and Methodology”. In:
Dimitar Nenov. Memories and materials. Comp. L. Nikolov. Dimitar Stefanov Nenov. Dimitar Nenov — an
artistic name. Unaddressed." Sofia, 1969, p. 144.

10" Unlike the other pianistic schools at the Academy, which insist mainly on the mechanical part of
playing (finger mechanics and formal performance), I insist on the development of a more complete
technique (including octave and chord) and mainly on the tone workmanship, the correct structure not
only of the single phrase, but of the entire composition, as well as of the stylistic features, while absolutely
preserving the individual qualities of the student.” Cited in: ibid.

' In: "Dimitar Nenov. Memories and Materials", comp. L. Nikolov. Sofia, Science and Art 1969, Letter to
Dr. Naumann, p. 117.

10



1.5.1 Valuable Document — A Letter to the Minister of

Education 1946

Of particular importance to the present research is another published letter,
addressed to the Minister of Education in 1946'> in which Dimitar Nenov
provides detailed information about his work as a pedagogue. In the letter, he also
confirms the creation of a theoretical work on piano technique titled “Piano

Technique: Theoretical and Methodological Part.”".

1.5.2 Intertwining between Musician-performer and Researcher-

pedagogue

When addressing the issues of technique, sound production, and the overall
musical-aesthetic preparation, Dimitar Nenov demonstrates an intertwining of the
performer-musician with the researcher-pedagogue. His innovative concepts lead

to the search for a comprehensive and multifaceted practical-theoretical solution.

2. Pianism and the Pedagogical Pursuits of Dimitar Nenov

As with many of the representatives of the pianistic mastery of the late 19th

12 Letter-exposition of Dimitar Nenov to the Minister of National Education, Samokov, 1946. In: Bulgarian

Musicology, 2000/1, pp. 74-89.
13, As a result of 38 years of artistic, 15 years of pedagogical work and of my scientific searches, I have
written and it is during this vacation that I plan to copy on a typewriter, arrange and prepare a book for

printing." Cited in: ibid., p. 80.
11



and early 20th centuries (Chopin, Liszt, Busoni), Nenov's roles as teacher and

composer-performer overlap and complement.

2.1. In Search of the Piano Method

Nenov emphasizes the urgent need to establish a national piano school grounded in the

principles of established global practices. To this end, he developed a pedagogical
system rooted in his personal experience as both an instrumentalist and a piano
pedagogue, drawing primarily from the Liszt—Busoni—Petri tradition.

2.1.1 The method of A. P. Shchapov

The available sources indicate that Nenov had access to the 1931 Moscow
edition of A. P. Shchapov’s scientific study on piano technique'*, for which there
is evidence that Nenov began a translation.!>, for which we have evidence that

Nenov began to translate.

2.1.2 Correspondence between Dimitar Nenov and A. P.

Shchapov

The primary evidence for Nenov’s translation of Shchapov's cited work is
a draft letter from Dimitar Nenov to Shchapov dated 1946'°. This letter is
described by Asst. Prof. Dr. Polina Antonova in her research on Nenov's archival
collection at the Bulgarian Academy of Sciences: “From the information that
Nenov provides about his scientific work, it becomes clear that his pedagogical

work is distinct from Shchapov's translation. This is evidenced by the preserved

!4 The excerpts from this translation are in Nenov's archive at the Bulgarian Academy of Sciences —
"Analysis of Piano Techniques. Excerpts. Translated from Russian. Lake. D. Nenov". SA-BAS, Inv.
216,a.u.418,1. 13.

15 Shchapov, Arseniy Petrovich. "An Experiment of Analyzing Piano Technique in Its Dependence on
Mechanical Factors.", Moscow, 1931 (orig. title: IllanoB, Apcenuit [Tetposuy. ,,OnbIT aHATH3a
(hopTrenmaHHON TEXHUKH B €€ 3aBUCHUMOCTH OT MeXaHNIecKkuX (pakTopoB®, Mockga, 1931)

16 “Letter-draft from D. Nenov to Shchapov. He expresses his admiration for his book and asks
permission to translate it into Bulgarian and to publish it at a later stage.” In: Scientific Archive of the
Bulgarian Academy of Sciences, Inv. 216, a. u. 794, 2 p. The transcript of the letter is added to the
Appendices section (No. 4).

12



letter to Shchapov [...], in which Nenov expresses his admiration for the book and
requests permission to translate and publish it in Bulgarian, as well as some
technical exercises with a note regarding 'the translation.' ‘Piano Technique’ —
theoretical and methodological part (in draft)’ is Nenov's own theoretical work.

Excerpts from Shchapov's translations have also been preserved.”.!”

Nenov highlights the importance of Shchapov’s work as a complement to
the development of his own principles for the methodology and teaching of piano
technique: “In order to deal with it more easily, I translated some parts at first,
now that my humble work is coming to an end, I see how necessary it is to translate

your entire book.”'

2.2. Theoretical works of Dimitar Nenov in the Archive of the

Bulgarian Academy of Sciences

In Inv. 216 in the Scientific Archive of the Bulgarian Academy of Sciences,
systematized by Assoc. Prof. Antonova, Ph.D., there are three archival units in
which there are handwritten and typewritten texts of Dimitar Nenov referring to
his conceptions of piano technique and pedagogy, titled by her as follows 1.
“Notes on Piano Pedagogy, Manuscript” 2. “Working Notes by D. Nenov on
the Pedagogy of Musical Interpretation” and 3. “Study “From the Chair to
the Piano Keys””.

Nenov reflects on the principles of music-making, tracing their evolution
from Johann Sebastian Bach and his sons to the artistry of his contemporaries,
Rachmaninoff and Scriabin. He also discusses the search for a contemporary
perspective and approach to the established traditions of piano mastery, from the

Baroque era through Romanticism to modernity.

17 In: Antonova, P. Dimitar Nenov's Archive: Systematizations, Interpretations, Analyses." Abstract of a
dissertation Sofia, II-BAS, 2015, p. 22.
18 In: "Draft letter from D. Nenov to Shchapov..." p. 2.

13



Both from Dimitar Nenov’s draft “Notes on Piano Pedagogy” and his
study “From the Chair to the Piano Keys,” it becomes evident that during his
time as a student, piano teachers in Bulgaria lacked a textbook or a “guide” ° to

use in their teaching.

2.2.1. “Dimitar Nenov. Notes on Piano Pedagogy. Manuscript”,
Inv. 216, a. u. 371, 12 sheets*®

The manuscript text is ink written (in some places difficult to read to
completely illegible rough draft), comprising 12 sheets, of which 2 are blank
pages. The pages are in a well-preserved form. The transcript of all the facsimiles
presented in this dissertation was fully carried out by the doctoral student, and the
author's orthography was fully observed, with the exception of the spelling norms,

officially amended by the spelling reform of 27. Feb. 1945.

Any clarifications or assumptions about individual obscure words are given
in square brackets [ ] and italics. Explanatory notes are given in parentheses {} or
footnotes. The positioning of Nenov's notes under a footnote, as well as the
sketched sheet music and other examples, finger numbering, is also observed. The
original author's page numbering has been added, and next to it the numbering of

the sheets by archival unit after a slash, respecting the specified place in the text.

Despite the missing pages, the content of ‘Notes on Piano Pedagogy’
reveals an attempt at systematic organization. In the first nine pages, an
introduction (without interruptions) is followed by the ‘Methodological Section’,
which includes the division ‘Technique’ and the subsections ‘a) Instrument’ and

‘b) Body Positioning.’.?!

19 The idea to write a guide to playing the piano [..]" in: "Notes on Piano Pedagogy" by Dimitar
Nenov. Scientific Archive of the Bulgarian Academy of Sciences, Inv. 216, a. u. 371, p. 1/6.

20 Appendix No. 1

21 To this section on p. 3 (13) is a sketch of the position of the hand by Nenov, which is discussed in
detail in Chapter Three of this dissertation.

14



The next few pages (with interruptions) refer to the specifics of piano
training at the Academy of Music, followed by explanations of working with
technical exercises and scales. The last available section (from page 2/11) is

essentially about the fingering with adjacent sketched musical notations.

Nenov brings to the fore key problems, such as the lack of methodology in
the Bulgarian academic school, emphasizing the systematic use of piano

literature, which does not reflect modern technical and musical requirements.??

Setting out some guiding details of the structure of his scientific study and
its conceptual character, Nenov summarizes: ,,From the conclusions made in the
first chapters of the book, it does not at all follow that teaching should be a formal,
an imposition of certain knowledge about the technique and structure of the
instrument, about the physiology of the hand, etc. [...] I would say that methods
that excite pedagogy are not always in place / e.g. heuristic /.* To achieve this,

he derives a method of learning by imitation.*

In this context, he presents his idea of a common training system that does
not aim to create ,,good students* but “living musicians, prepared enough after
the course at the Academy to be suitable for independent, responsible work as

teachers, lecturers, and if they have the necessary qualities for artists.”.*

The following a part dedicated to the hand placement problems and

technical problems, as well as the correct approach to studying scales and chords.

Nenov also raises the question of how technical exercises (,,manners®)

should be practiced, especially in view of the early age of a student, and touches

22 In: “Notes on Piano Pedagogy...”, quote about Cherny from p. 7.

2 HEURISTICS, pl. none, g. 1. Spec. A method of teaching in which, through guiding questions, the
teacher helps the student to reach an independent solution of a task based on the accumulated
knowledge. Institute for the Bulgarian Language, Bulgarian Academy of Sciences, note.
https://ibl.bas.bg

24 The student will be shown; At first, e.g. everything will be learned in an imitative way, will be
displayed as e.g. learn sports;". In: "Notes on Piano Pedagogy...”, p. 14/ 7.

2 Cited in: ibid.



on the prevention of hand-tightening at the very beginning of his education.?®

2.2.2 Methodological Part

It consists of a first part ‘I. Technique’ — ‘a. The Instrument’ and a second
part ‘b. Body Positioning /From the chair to the piano/’ ?’. In the section on the
Instrument, the requirements for the instrument are addressed, and a comparison
is made between the tone of the piano and the human voice?3, as well as the need
for knowledge of ‘mechanical-motor and regulatory processes’ and their

mastery?’.

The part ‘b. Body Positioning /From the chair to the piano/’ gives a
detailed and systematic explanation of the different components, such as: type,
lining and height of the chair, as well as the need for adjustable height and the
right way of sitting.>°.

Nenov names a state of hand trembling (tremor) from nervous and/or
muscular tension, which he calls “trema”, which he qualifies as a common

phenomenon among musicians and offers a method for controlling it. 3!

The main part of the arm, hand 'fingering' (or 'finger placement’) is
described as follows: ,,The height of the seat of the chair should be so high that
the elbow stands flush with or slightly higher /1 — 1 1/2 cm. from the knuckles of

26 Can e.g. 6-7-year-old children be given [with impunity], and for weeks in a row, the same kind of
exercises, without taking into account whether the student has a free or tight hand, how big the hand is,
etc.” Cited in: ibid., p. 2/10.

7 Cited in: ibid., p. 1/6.

28 Cited in: ibid.

2 Only the one who discovers the secret of his own piano can cope with the other instruments, will
have an accurate idea of the mechanical-motor and regulatory processes, will master it, i.e. his
instrument will be an obedient instrument.” Cited in: ibid.

30-“[...] not on the entire chair, but on the front half, but steadily; right foot next to the right pedal; the
left not under or next to the left pedal /the two legs next to each other do not give any support for
lateral tilting of the body and cause a feeling of instability.”. Cited in: ibid.

3! Cited in: ibid.

16
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the fingers.

In the last available section, on pages 11 and 12, the issue of the 'fingering'

is fully addressed (called by Nenov Prustoklad).>

The following example is from the first of the preserved texts for the
fingering: ,,In variations in F sharp major [by Dimitar Nenov] {added} in the
transition to the final variations, the following cases occur: [...] the author plays

the indications prustoklad”.>*
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In this example, you can see again a hastily sketched note passage for the
left hand, with a pronounced fingering, showing in two places 1-1 with a slur on
them, which means that at the indicated place the thumb of the left hand slides
from one key to the other. This passage is found in variation No. 17, bar 19 in the

left hand (example 1).

For this technique, the author uses the term ,,sliding”. There is also a
,slippage”: ,.[...] I consider it necessary to pay special attention to this really
modern technique of the piano technique and to recommend the basic mastery of
the two types of fingerings of the chromatic thirds with preference to the one with

9935

the slip of fingers from black to white key.

32 Cited in: ibid.

33 Prustoklad — no analogue was found for this word in Bulgarian literature. The word is borrowed from
the Russian language and means finger row, analogous to Fingersatz and fingering.

34 Cited in: ibid., p. 2/11.

3P, 1/12.



Example 1. Theme with variations Fis dur, var. No. 17, bar 19.3
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Similar examples follow with studies by Chopin, Liszt, Scriabin and
invention by J. S. Bach. Nenov summarizes that after studying the fingerings of

great virtuosos and pedagogues, he found confirmation of his attempts and ideas.?’

In the research process was found a similarity between whole paragraphs in
,INotes on Piano Pedagogy” and Nenov’s letter to the Minister of Education from

1946, cited in Chapter One.>8

This discovery represents the most serious evidence for the role of this text
as part of the building blocks of the author’s supposedly completed theoretical

work ,,Piano Technique, Theoretical and Methodological Part”.

2.2.3. ,,Working Notes by D. Nenov on the Pedagogy of Musical
Interpretation ”, Inv. 216, a. u. 429, 6 sheets. *°

The content of these notes consists of 4 handwritten pages with ink, from
different periods, in legible font with old spelling. Again, the author’s orthography

in the transcript was observed, and only the spelling was changed with a modern

3¢ Dimitar Nenov — Theme with variations in Fis dur for piano. Original. SA-BAS, Inv.216, a. u. 174.
37 “Notes on Piano Pedagogy”, p. 1/12.

38 The entire archival page. 7, sheet No. 8 is a draft, the finished form of which is found in the printed
“Presentation Letter of Dimitar Nenov to the Minister...”, pp. 81-82.

3 Appendix No. 2
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norm. The first two pages hold the nature of notes of spontaneous ideas,
containing key sentences that will serve the author for theoretical development.
The first page, placed under number 3, contains a note of five sentences. The text,
written on a small sized page, bears the title ,,Notes on the Book”, in which Nenov

regards that part of pedagogy that concerns the problem of piano interpretation.

The last two pages (sheet 6) make up a small exposition dedicated to
Bulgarian music, which i1s supposed to play the role of a program sheet for

Nenov’s recital (solo or chamber).*

During the course of this research, the following evidence emerged: in her
article on Dimitar Nenov’s performing and pedagogical method, Professor
Galunka Belcheva—a pianist and one of Nenov’s distinguished students—shares
key aspects and details of his teaching approach. The words she quotes, attributed
to her teacher, lack a specified source. Notably, some of the passages she places
in quotation marks are almost identical to excerpts from the “Notes on the Book™
presented in this study, with minor differences in phrasing (see comparison in the
footnote*!). This suggests that Prof. Belcheva may have had access to an alternate

version of the texts discussed here.

2.3.4. ,From the Chair to the Piano Keys”, Inv.216, a.u. 403, 12

42

p.

This text is a completed study consisting of 12 typewritten pages with

handwritten corrections. Based on the orthographic norms used in the text, it can

40 This evening is dedicated to modern Bulgarian music.” In: “Notes on Piano Pedagogy...”, sheet No.
6, p. 2.

4 “Learning and memorization is like in poems. Thoughts are learned, not letters and syllables. [...]
Therefore, memorization takes place according to syntax, and the preparatory work — the grammatical
work — must be overcome. [...]The most terrible thing is the stuttering.” Belcheva, G. Some Features of
the Performing Style and the Pedagogical Method of Dimitar Nenov. — Mus. Horizons 1992/2, p. 10 —
compared to: “Learning and memorization as in poems. thoughts are memorized, not letters and
syllables, but everyone who has memorized thoughts knows exactly how to pronounce each word and
letter; So memorization is done by syntax, and the preparatory work, grammar must be overcome. [...]
The most terrible thing is the stuttering.” — “Working Notes on Pedagogy...”, p. 4.

42 Appendix No 3.
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be concluded that it was written before 1944, with some revisions added in the

author’s handwriting (p. 7).

In this study, Nenov explores the “System of Movements,” which entails
the full utilization of the musculoskeletal system (torso, limbs, muscles) on one
hand, and finger technique on the other, integrated into a unified psycho-physical
process. Nenov defines the concept of “technique” as a complex combination of
expressive tools and a structured system of activities for the instrumentalist®.

The essential points gathered in this exposition also include explanations of
a “pedagogical approach” for imparting the necessary movements to the
student**. Additionally, it clarifies that the detailed description of these

movements “constitute the separate chapters of the sketched exposition”™*.

Nenov draws attention to Chopin’s method*®, in which, when placing the
hand on the keyboard, the long fingers take place on the black keys, and the short
fingers on the white ones.*” Here Nenov clearly defines the process of movement:
,, T he roundness of the hand remains the same as in the free-falling one. Thus, the
hand rests onto the keyboard. All that remains is the sinking and the unchanged
position in order to have the most important thing — the production of the tone.
This sinking is nothing but a vertical movement, expressed by the hand as part
of a circle centered on the shoulder.*® The production of sound is called ,,pianistic

tone”.*

4 “complex compound of all means of expression, and not a simple sum, but an organized system of

manifestations of the total, difficult, mental and muscular activity of the instrumentalist” Cited in: ibid.,
p. 9.

4 Cited in: ibid.

4 Cited in: ibid.

46 “Chopin asked his students to begin the study of scales in F sharp major, as the most comfortable for
the hand,”, Cited in: ibid., pp. 6, 7.

47“Placed [..] in this state on the keyboard, resting evenly on the two short end fingers, it {the hand}
adjusts immediately to the black keys built for it; the sixth is the normal extension {stretching} of the
arm; The first and fifth fingers of the right hand are placed on the sixth, while the long second, third
and fourth fingers lie comfortably on the F-sharp, G-sharp, A Sharp.”. Cited in: ibid.

“P. 10.

4 “The large, strong muscles of the shoulder and [..] {armpit} {give} the initial movements of these
entries. The phenomenon sound, pianistic tone is being produced.”, pp. 9, 10.

20



Here Nenov brings out hearing control as a guiding principle in music-
making and gives instructions for practicing in quiet dynamics to avoid
unnecessary and harmful movements, such as vertical movement of the wrist and

high raising of the fingers.

3. Intersections between the Traditional and the Modern in the
Context of the Problems of Piano Pedagogy and Performing
Artistry of Dimitar Nenov

According to Nenov, it is imperative for anyone striving for professional
growth in music—whether in teaching or piano performance—to cultivate a
personal sense of style, master the fundamentals of piano technique, recognize the

challenges, and develop the skills to overcome them.>°

3.1. Basic Principles of the Nenov’s Methodology and their

Application 1n the Practice

Through the course of this research, it was revealed that what can be

»Sl__with its

provisionally termed “Nenov’s methodology of piano pedagogy
ideas and practical tasks, some of which draw upon established schools and
principles—is the product of in-depth research and a logical approach. In this
methodology, he applied principles and ideas that were yet to be widely adopted

in practical training.

For example, the comparisons between music and sports that the Nenov

50 ¢

whether preserved in their editions or passed down from generation to generation through students.”
"Dimitar Nenov. Notes on Piano Pedagogy...”, s.8.
3! Conditionally, because we do not have a complete, completed theoretical work. Note.

necessary stylistic and historical knowledge, [..] study of Western traditions in the great performers,
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draws, based on universally applicable mechanical principles; the pedagogical
approach that likens the training of an athlete to that of a pianist; the emphasis on
physical endurance and mental resilience; and the importance of individual
preparation with a carefully curated repertoire tailored to the student’s age and

abilities—all of these demonstrate the enduring relevance of these concepts today.

Nenov’s methodology places an emphasis on specificity over abstract
concepts—in the explanation of piano technique up to that point, clear
formulations had largely been absent, with few exceptions. Chopin was the first
to propose a distinctive formula for the mechanical principles and correct piano

technique in his unfinished methodological project.>? >3

In his practical work with students, Nenov advocated for the study of
different musical eras, the enrichment of general cultural knowledge, and

education in instrumental knowledge, musicology, and music theory.

3.1.1 A Critical View of Dimitar Nenov on Academic Education

Dimitar Nenov’s reflections on piano pedagogy include numerous critiques
of the state of music education, particularly piano training, in Bulgaria’s academic
institutions. His views are shared by Acad. Stoyanov, who identified the lack of a
well-established school and inadequate conditions for musical development as
key reasons behind the insufficient performance skills of many Bulgarian pianists

graduating from higher education.

Nenov concluded that the focus was placed entirely on creating “good

52 “As a piano teacher, Chopin was a dialectician, and the authors of 'instructive' works were schematicians
[..]”. In: Neuhaus, G. On the Art of Piano Performance. Science and Art, S. 1962, p. 98.

33 “Project de méthode” is a sketched attempt at methodology by Chopin, first published with a fully
revised transcription by Jean-Jacques Eigeldinger in: Eigeldinger, Jean-Jacques. Chopin: pianist and
teacher. As seen by his pupils. London, 1987.

3% Stoyanov, A. The Art of the Pianist. Sofia, 1954, p. 21.
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students”—those who could pass their annual exams, compete, and graduate—
rather than fostering individual musicians with distinctive personalities and

repertoires tailored to their unique abilities and talents. >

3.2. What 1s Characteristic and Innovative in Dimitar Nenov’s
Piano School, and What is his Role as a Pianist and

Pedagogue in the Development of the Bulgarian Piano School

A defining feature of Dimitar Nenov’s piano school is its modern approach,
which integrates a variety of techniques to address sound, instrumental, and
interpretive challenges. These include individually customized exercises for
students and personalized repertoire plans>®. Nenov advocates for the idea that a
young musician requires a system that not only delivers results but also provides

logical sence for both the teacher and the student®’.

3.2.1 Article ,,Bulgarian Music Will become Visible to the
World*

The connection between Nenov’s piano compositions with Bulgarian
folklore and the distinctiveness of his harmonic language is examined in the
studies of Pencho Stoyanov from 1969°® and on a larger scale — in the first of its

kind detailed scientific study on the harmonic language of Dimitar Nenov by Prof.

33 Nenov, D. Letter-Exposition to the Minister..., p. 80.

36 Notes on pedagogy — Nenov was against the imposition of compulsory piano pieces and annual exams.
In a letter to his student, he wrote to her: ,,/ would not advise You to play the Beethoven Concerto, except
as a last option. [...] I think that the Mozart concerto will be more suitable for You [..] for the other
program, I would advise You not to do it only from the things You have worked on in the last year. Use
older works — e.g. Rondo by Beethoven. [...] I wrote several small pieces for piano — part of a cycle of 24
pieces in all keys.” In: SA-BAS, Inv. 216, a. u. 605, Letter from Dim. Nenov to [Anna] Vatsova advising
her to choose the right repertoire, 13.10.1945.

37 “He was not a piano teacher in the strict sense of the word. His training was related to the overall
construction of music, to the formation of the personality.”, Ivan Bakalov. In the Pantheon of Bulgarian
Culture. In: Nikolov, L. Dimitar Nenov. Memories and Materials..., p. 18.

3% Stoyanov, P. The Harmonic Language of Dimitar Nenov. Sofia, 1969.
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Dr. Nikolay Gradev™. In it, Gradev has developed his own method to explore the
composer’s characteristic musical language, which ,,makes the individual style of

D. Nenov synchronized with the modern European tendencies of his time.”®.

3.2.2 Symmetry as a Constructive Element in the Compositional

and Pianistic Technique of Dimitar Nenov

Regarding Nenov’s “original, modern musical language” and the specific
symmetrical phenomena described by Gradev, a “kinetic aspect” 1s also
introduced. This aspect likely relates to his “pianistic technique, positionality on
the keyboard, which can be perceived as a kind of automorphic configuration
capable of movement.”. Gradev further notes that “the symmetrical mode finds its

fullest expression precisely in his piano works.”°!.

3.2.3 Fingering and Technical Exercises

From a performer’s perspective, Nenov has provided solutions to a number
of technical challenges faced by pianists, one of the main issues being fingering.
In the draft of his work on piano technique®?, we find 11 examples from various

composers in which Nenov applies his own fingering suggestions and exercises

for mastering it, particularly in some of the most technically and musically

demanding works, such as Chopin’s études.

3.3. Practical Application and Contribution of Dimitar Nenov’s

System to the Contemporary Pianist and Piano Pedagogue.

59 Gradev, G. Method for studying the Symmetrical-Modal Musical Though of Dimitar Nenov. Abstract of
a dissertation. Sofia, 2012, II-BAS.
60 Gradev, Cited in: ibid., p. 34.
61 Cited in: ibid.
62 Dimitar Nenov. Notes... “,p. 2/11.
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Nenov’s overall pedagogical approach is based on the creation of well-
rounded and full-fledged artist-musicians and creators, rather than disciples of a

scholastic-formal pedagogical method.®

3.3.1 Guiding Principles of Nenov’s Methodology

Nenov shares that his scientific work is ,,based on collaborative research
by educators, technicians, and medical physiologists”, with its methodological
part being ,,based on scientifically proven experiments.” The main task of his
work is ,,not only what a pianist should be able to ‘do,’ but also what they should

fnow’.”%*

3.3.2 Technique

In the correspondence between Dimitar Nenov and A. P. Shchapov, whose
first transcript is presented in this dissertation, it is understood that by 1946
(according to the author’s dating of the draft letter®®), Nenov's methodology was
in an advanced phase. The research also showed that by 1949, Nenov had
achieved the final completion of his work and had carried out a translation (partial
or complete®) of the work cited in Chapter Two, Shchapov’s “Analysis of Piano

Technique in its Dependency on Mechanical Factors.”

Shchapov's scientific research included schematic illustrations of various hand

positions on the keyboard. The main figure is practically identical to one sketched by

63 .. to create not 'good students,' i.e., students well-prepared for exams whose playing is often described
as horse racing across the keys, but living musicians, sufficiently prepared after the Academy course for
independent, responsible work as teachers, lecturers, or, if they possess the necessary qualities, as artists."
In: Nenov, D. "Letter-Presentation to the Minister of Education...”, p. 81.

64 Cited in: ibid.

65 "Draft letter from D. Nenov to Shchapov. He expresses his admiration for Shchapov's book and requests
permission to translate it into Bulgarian and, at a later stage, to publish it."

In: NAS-BAS, Inv. 216, a.u. 794, sheet 2.

8 "4nalysis of Piano Technique. Excerpts. Translated from Russian by D. Nenov."

In: NAS-BAS, Inv. 216, a.u. 418, 13 sheets.
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Nenov in his Notes on Piano Pedagogy and can be visually compared here:

Image 1. Shchapov®’

KNABHIWA HAXATA

Puc. 20.

PeaKkTHBHOE W peccopHoe JBHXeHHe B NACTHO-
¢araHroBOM COYJIeHeHHH.

Peaktus HOE—BBEDX; peCCOPDHOE—BHHS.

Image 2. Nenov®®

7 Shchapov, A. P. “An Experiment of Analyzing Piano Technique...”, p. 66.
% Dimitar Nenov. Notes on piano pedagogy..., 3/7.
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These images clearly show the positioning of the entire hand relative to the
keyboard, the angle between the shoulder joint and the elbow, and the horizontal
line connecting the upper part of the elbow to the knuckles of the fingers. Both
images were used by their authors to illustrate the correct hand positioning and,

most importantly, the dome-like shape formed by the palm and fingers.

Nenov introduces the term ‘active tension’,* explaining it as the readiness

of the body to activate at any moment.

A similar depiction appears in the scientific work of Jozsef Gat, “The

9570

Technique of Piano Playing”’®, entirely dedicated to the mechanical problems

and movements that should serve musical goals’':

Image 3. Gat

% Cited in: ibid., sheet 14/7.
0 Gat, Jozséf. Die Technik des Klavierspiels. Budapest, 1956.
" Fiir das Klavierspiel gelten die allgemeinen Bewegungsgesetze genau so wie unsere sonstige Tatigkeit.
/"The general laws of motion apply to piano playing just as they do to our other activities.",Cited in: Cited
in: ibid., p. 3.
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The commonality among the three examples lies in the schematic
representation of the same mechanical paradigm, entirely subordinated to the
lever mechanism described by Chopin’® and the arch form outlined (without

visual representation) by A. Stoyanov.” ™

For the positioning of the hand and the use of “weight”—a method

introduced by Busoni and further developed by Breithaupt—the most precise

explanation comes from Chopin, who refers to it as a “pivot point.””.

3.3.3 The Method of Chopin as Foundational for the

Contemporary Piano School

It was not until 1958, with the publication of Heinrich Neuhaus’s”

2 A term from Chopin's method — “Place the fingers occupying the high [=black] keys all on one level and
do the same for those occupying the white keys, to make the leverage relatively equal; this will curve the
hand, giving it the necessary suppleness that it could not have with the fingers straight” In: Eigeldinger,
Jean-Jacques. Chopin: pianist and teacher. As seen by his pupils. London,1987, p. 238.

73 “The fingers take on the shape of an arch—they are sufficiently rounded to allow the thumb to pass
freely beneath them.” In: Stoyanov, A. The Art of the Pianist..., p. 31.

4 "The most suitable technique proves to be the one where each finger is placed in a specific position on
the keyboard according to its length.". Cited in: Cited in: ibid.

75 Pivot (Engl.) — axis, support point, or rotational axis, a key concept in describing the mechanics of hand
positioning.

76 Heinrich Gustavovich Neuhaus (1888—-1964), Russian pianist and musicologist, one of the founders of
the Russian piano school, professor at the Moscow Conservatory, and its director (1935-1937). Source:
https://www.gnesina-museum.com/nejgauz

28



heoretical work “On the Art of Piano Playing” 7" that the foundations of a
summarized and systematic methodology were established. This methodology
remains the most well-known and widely used to this day. As the principal and
defining factor of the initial stage of piano training, Neuhaus also emphasized the
piano technique based on Chopin's formula, which he described as a ““a brilliant

piano formula with profound and enduring influence.””

He also presents the musical notation of this formula™ (see Image 4),
previously described by Chopin and later elaborated by Nenov in his study “From
the Chair to the Piano Keys”.*

Image 4.
30
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Nenov describes the movement of the fingers sinking into the keys as a

direct vertical motion, using the hand as part of a circle with the shoulder as its

center®!, while Neuhaus likens it to a “crane” and a “bridge.” *?

T Heiirays, I'. O6 uckyccTe hopTenuanHoii urpsl. 3anucku neaarora. Mocksa, 1958 (Neuhaus, H. On the
Art of Piano Playing. Notes of a Pedagogue. Moscow, 1958).
8 “These five notes: E, F-sharp, G-sharp, A-sharp, B-sharp — form the content of Chopin’s first piano

lesson [...] the first in a systematic sense.” In: Neuhaus, H. On the Art of Piano Playing. Notes of a
Pedagogue. Nauka i Izkustvo, 1962, p. 96. (orig.: Hetirays, I'. 3a uzkycmeomo na kiaeupnomo
usnwvanenue. 3anucku Ha nedazoza. Hayka n u3kyctBo, 1962, c. 96.)

7 Cited in: ibid.

80 “When the first and fifth fingers of the right hand are placed on the sixth interval, the long second, third,
and fourth fingers rest comfortably on F-sharp, G-sharp, and A-sharp. The roundness of the hand remains
the same as when it falls freely. In this way, the hand rests on the keyboard.” Cited in: Appendix 3: "From
the Chair to the Piano Keys...”, p. 9/10.

81 “This sinking is nothing but a vertical movement, described by the hand as part of a circle with the
shoulder as the center.”. 1bid., p. 9, 10.

82"[ compared the entire arm, from the shoulder to the fingertips, to a suspension bridge, one end of which
is anchored at the shoulder joint and the other at the finger on the keyboard. The 'bridge’ is flexible and
elastic, while its supports are strong and stable (if the hand with the fingers is lifted above the keyboard,
the image of the 'bridge’ becomes inaccurate; in that case, it is better to imagine a 'crane’).” Cited in:
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Nenov's primary aim in piano technique is not limited to achieving optimal
speed and mechanical precision in finger movements but rather extends to
effortlessly overcoming resistance to produce a full, resonant, and richly

expressive piano tone.*?

4. Conclusion

The manuscripts of Dimitar Nenov on pianism and piano pedagogy examined in this
dissertation contain specific and clear formulations, articulated in a refined,
professional manner and, while occasionally simplified, conveyed in an accessible and
comprehensible language. They represent scientifically substantiated and entirely
relevant information for today. Presented not in a strictly academic tone but
occasionally resembling the form of an improvised lecture, this information is
approachable and understandable to a wide audience. Nenov's research significantly
enriches and systematizes piano pedagogy and technique, making it a culturally and

historically valuable artifact.

5. Findings and Contributions of the Current Study

Findings

1. Unveiling Dimitar Nenov's perspective on key aspects of the piano
learning framework and presenting practical, solution-oriented approaches. This

perspective is particularly valuable as it originates from his position as a piano

Neuhaus, H. On the Art of Piano Playing..., p. 113.

8 >We have proven that muscular-mechanical principles are directly dependent on tonal consciousness.

In: "From the Chair to the Piano Keys...," p. 12.

”
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pedagogue with exceptional achievements and contributions to Bulgarian piano

music.

2. Extracting and reconstructing Nenov’s methodology, “Piano
Technique: Theoretical and Methodological Part’ through the deciphering and
transcription of his manuscripts, which articulate clear principles and reveal a

modern pedagogical approach.

3. Building on the traditions of established piano schools, along with
insights from his pedagogical practice and scholarly research, Nenov formulated,
summarized, and substantiated his ideas and definitions, particularly significant
practical aspects for the development of piano pedagogy and the overall
understanding of the instrument. These are inherently linked to his professional

expertise, style, and experience as a composer and concert pianist.

4. These manuscripts represent both a discovery of scientific value for
researchers of Dimitar Nenov and an opportunity for piano pedagogues and

interpreters to enrich and expand their knowledge in the field.

5. In his methodology, Nenov shared certain universal principles in the
fields of biomechanics and the psychology of piano performance, presented in an
accessible language—principles that would be valuable to anyone studying the

instrument.

6. Particularly valuable are his explanations of technique and the
relationship between the movements of the musculoskeletal system and sound

production, which remain highly relevant and a challenging area today.
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Contributions of the Dissertation

1. Deciphering and transcribing Dimitar Nenov’s manuscripts preserved in

his archive, Inv. 216, at the Scientific Archive of BAS.

2. Connecting various authorial notes and text fragments in order to present
a clearer picture of Dimitar Nenov’s research on the problems of piano art and

pedagogy, and to extract a comprehensive concept of his methodology.

3. Conducting an international study based on historical data to investigate
the possible existence of audio recordings featuring Dimitar Nenov’s
performances in radio and film archives of various European countries where

Nenov gave concerts, including Germany, France, Croatia, and Serbia.

4. A comparison of Nenov’s methodology with other well-established

approaches proven over time.

5. A transcription of previously unknown correspondence between D.

Nenov and A. P. Shchapov.

6. An analysis of excerpts from Dimitar Nenov’s translation from Russian
of A. P. Shchapov’s methodology on piano technique. A comparison with the

original was conducted using an authentic copy of its first edition from 1931.

7. Evidence of the correlation between Nenov’s craftsmanship as a

composer and performer and his achievements in the field of piano pedagogy.

8. An opportunity for the Bulgarian musical community to become
acquainted with a previously little-known professional facet of Dimitar Nenov,
along with his mindset—a basis for further analysis of his scientific studies in the

field of piano art and pedagogy.

9. Practical implementation of the obtained form of methodology.
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6. Published Papers Related to the Dissertation Topic

Traces of Bulgarian Music in Germany Between the Two World Wars —

Southwest University "Neofit Rilski," 2022, in press.

Dimitar Nenov on the Principles of Piano Technique — Unpublished
Correspondence with A. Shchapov— Spring Scientific Readings, National
Academy of Music "Prof. Pancho Vladigerov," 2024, in press.
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